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PREFACE
The p re se n t s tudy  had i t s  in c e p tio n  in  1957 when, dismayed hy 
th e  absence in  c r i t i c a l  w r i t in g  on Vaughan o f any concerted  e f f o r t  
to  d is c r im in a te  th e  g re a t f ro w th e  mood and th e  good from th e  medi­
o c re  o r  w orse, I  conceived th e  id ea  o f n u tt in g  to g e th e r  what seemed 
b e s t  in  h is  p o e try  and o f su n p o rtin g  th i  s choice by means o f a 
c o n sc ie n tio u s  a n a ly s is  of each s e le c t io n .  I  was encouraged to  o e r-  
s i s t  w ith  th e  p ro je c t  by th e  e n th u s ia s t ic  resnon.se i n i t i a l l y  ac­
corded i t  by H r. S. L. Goldberg o f  th e  U n iv e rs ity  o f  Melbourne and 
h is  co lleag u e  Mr, W. A. G, S c o t t , now P ro fe s so r  o f  E n g lish  a t  
Monash U n iv e rs ity . The ta s k  o f  in te r p r e t in g  and e v a lu a tin g  s e c u la r  
poems has been enormously l ig h te n e d  by th e  apooarance o f  P ro fe s so r  
E. L. M a r i l l a 's  th o ro u g h ly  an n o ta ted  e d i t io n ,  The S ecu la r Poems o f 
Henry Vaughan (U ppsala: L undeouistska Bokhandeln; 1958), which has 
been o f  in e s tim a b le  v a lu e  in  my tre a tm e n t o f  th e  s e c u la r  p ie ce s  in ­
cluded  h e re . P ro je c te d  d isc u ss io n s  o f fo u r  m ajor r e l ig io u s  roerns 
have been la r g e ly  a n t ic ip a te d  by P ro fe sso r  E. C, P e t t e t ,  whose Of 
P a ra d ise  and L ig h t (Cambridge: At th e  U n iv e rs ity  P re s s , i 960) 
r e p re s e n ts  a s ig n i f i c a n t  a ttem p t to  t r e a t  Vaughan's sac red  v e rs e  
a s  l i t e r a t u r e .  Im portan t p re c u rso rs  o f  h is  study  a re  E. L. M a r i l l a 's  
"The S ecu la r and R e lig io u s  P o e try  o f  Henry Vaughan," MLQ, IX (De­
cember, 19*fS) , 3 9 ^ 1 1 ,  and P ro fe s so r  Frank Kermode's "The P r iv a te  
Im agery o f  Henry Vaughan," RES, New S e r ie s  I  ( J u ly ,  1950), 206-225*
But th e  u n d ertak in g  o f th e  p re se n t s tudy  seems s u f f i c i e n t ly  v in d i­
ca ted  by th e  f a c t  t h a t  in  th e  case o f on ly  one poem, "The N ig h t,"  
have I  had to  confess t h a t  my p ro je c te d  a n a ly s is  has in  e f f e c t  
been com pletely  f o r e s t a l l e d  by th e  d isc u s s io n s  o f p rev io u s  commen-
t P  +  A T ' OU  V V 4  *-» a
T his volume i s  in  no sense an e d i t io n ,  and th e  re a d e r  should  n o t 
ta k e  th e  in c lu s io n  o f  a s u b s ta n t ia l  p ro p o rtio n  o f  Vaughan's poems 
as im plying a s s e r t io n  o f  a claim  to  n o v e lty  o r  independent a u th o r i­
t y  in  th e  t e x t .  In  t h i s  p o r tio n  o f th e  s tu d y  I  am. to  be c re d ite d  
w ith  no more th an  th e  e x e rc is e  o f  c r i t i c a l  .judgment invo lved  in  
making a s e le c t io n  (though t h i s ,  o f  co u rse , has been guided to  some 
e x te n t by th e  canons of g en era l t a s t e  ex em p lified  in  numerous an­
th o lo g ie s ) ,  and w ith  th e  r is k y  com bination o f in fe re n c e  and con­
je c tu r e  re q u ire d  by th e  a ttem p t to  ach ieve a c h ro n o lo g ic a l a rran g e­
ment (se e  "Note on th e  Chronology," b e low ). The poems a re  in c lu d ed  
s o le ly  fo r  th e  r e a d e r ’s convenience, and s in c e  th e  t e x t  o f  Vaughan's 
work seems to  be now s a t i s f a c t o r i l y  e s ta b l is h e d ,  I  have used th e  
m ost a u th o r i ta t iv e  t e x t s  a v a i la b le —o f th e  se c u la r  poems, t h a t  in  
E. L. M a r i l l a 's  e d i t io n  m entioned above, and o f  th e  r e l ig io u s  poems, 
t h a t  in  P ro fe sso r  L. C, M a r t in 's  second e d i t io n  o f h is  w e ll known 
The Works o f Henry Vaughan (O xford: At th e  C larendon P re ss , 1957). 
Both volumes a re  in d isp e n sa b le  a id s  in  th e  s tudy  o f Vaughan, and, 
a n t ic ip a t in g  t h a t  th e y  w i l l  be th e  c lo se  companions o f anyone 
u s in g  t h i s  s e le c t io n ,  I  have in  g en era l r e f r a in e d  from d u p lic a t in g  
th e  e d i to r s ' v a lu a b le  n o te s  u n le ss  th e  m a tte r  has s u b s ta n t ia l  s ig ­
n if ic a n c e  f o r  my im m ediate argument o r  u n le ss  I  have something to
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add to  them which w i l l  s c a rc e ly  be com prehensible w ith o u t t h e i r  
p r io r  q u o ta tio n  o r  summary. The main purpose o f  my own n o te s  i s  to  
p rov ide  th e  minimum in fo rm atio n  n ecessa ry  fo r  a b a s ic  read in g  of 
th e  poems.
I t  i s  co n v en tio n a l p r a c t ic e  fo r  s e le c to r s  to  ap o lo g ize  f o r  th e  
f a l l i b i l i t y  o f  human judgment by p o in tin g  to  th e  obvious u n l ik e l i ­
hood o f t h e i r  c h o ic e 's  m eeting w ith  u n iv e rs a l  a p p ro v a l. The p re se n t 
s e le c t io n ,  o f  co u rse , in c o rp o ra te s  no form ula l i k e l y  to  p r o te c t  i t  
from t h i s  p ro fe s s io n a l  h azard . I t  i s  obvious t h a t  in  making cho ices 
and e s p e c ia l ly  in  th e  m ournful ta s k  o f  re c o n c il in g  th o se  cho ices 
w ith  in e v i ta b le  r e s t r i c t i o n s  o f so ace , tim e , and la b o r ,  th e  se­
l e c t o r  w i l l  be guided to  some e x te n t by p e rso n a l t a s t e s  and p r e fe r ­
en ces , T herefo re  I  make no claim  to  in c lu d e  h e re  a l l  o f  V aughan's 
b e s t  p o e try . For one th in g ,  I  in c lu d e  on ly  whole poems, th in k in g  
i t  a more v a l id  p roceed ing  to  base  a c r i t i c a l  e s tim a te  o f  Vaughan 
on poems which exem plify  th e  fundam ental r e q u i s i t e  o f  u n ity  than  
to  ex ce rp t o th e rs  f o r  th e  sake of a few o u m le  passages w hich, 
though adm irable in  i s o l a t i o n ,  b e a r  l i t t l e  congruence to  t h e i r  
p o e tic  c o n te x ts .  This p r in c ip le  lias excluded s e v e ra l  r e l ig io u s  
poems w hich, because of t h e i r  re c ru d esce n t b e a u tie s  o f p h rase  o r 
im age, have re ce iv e d  much fa v o ra b le  n o tic e  from o th e r  commentators 
—e . g. , " D is tr a c t io n ,"  "The Dawning," "The B ird ,"  "The Tim ber," 
"C h ild e-h o o d ," "L1Envoy." My commitment to  th e  re a d e r  can th e re fo re  
be co m paratively  sim ple: to  have in c lu d ed  o n ly  such poems a s  can 
be defended a s  in h e re n tly  v a lu a b le  a r t i s t i c  works accord ing  to  
g e n e ra lly  understood  and accep ted  p r in c ip le s  o f p o e tic  e x c e lle n c e . 
L et me emphasize t h a t  I  do no t b e lie v e  t h a t  a s  s tro n g  a case  as
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can be made fo r  th e se  s e le c t io n s  could  n o t l ik e w ise  be made fo r  
many poems which th e  c o n s id e ra tio n s  a lre a d y  m entioned have v a r i ­
ous].:,'- im pelled  me to  e x c lu d e --e . p . ,  "To Amoret, o f  th e  d if fe re n c e  
. . "To th e  R iver I s c a , 11 "Monsieur  Oonbauld, 11 "To th e  b e s t ,  
and most accom plish 'd  Couple—— "The E a r le ,"  "To E te s ia  ( fo r  
T im ander,)  th e  f i r s t  S igh t ,"  "Is a a c s  M arriag e ," "P eace,"  "The Re­
so lv e ,"  " E a s te r -d a y " A sc e n s io n -H y m n ,"  "The G arland ,"  "Begging," 
"The Daughter o f  H e re d ia s , 1 "T ea rs ,"  "look ing  b ack ."
L ex in g to n , Kentucky J • B • S ,
Ju ly  ? ,  1961
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NOTE ON THE CHRONOLOGY
A c h ro n o lo g ic a l arrangem ent o f V aughan's work m ust be based on a 
mass o f  i n t r i c a t e  c ro s s - r e fe re n c e s  betw een a  la rg e  number o f poems. 
T h e re fo re , an e f f o r t  to  su o p o rt th e  o rd e r  o f  th e s e  s e le c t io n s  by 
means o f d e ta i le d  argum ent would be d is n r o p o r t io n a te ly  lo n g , and 
would ta x  th e  re a d e r  u n ju s t i f i a b ly  w ith  numerous a l lu s io n s  to  poems 
n o t in c lu d ed  h e re , T m ust ask  th e  re n d e r  to  ta k e  th e  o rd e r  under 
advisem ent u n t i l  a more a p p ro p r ia te  o ccas io n  p re s e n ts  i t s e l f  f o r  
e x p la n a tio n  o f  my view o f th e  chronology o f V aughan's whole work. 
The m ost i n t r i c a t e  problem i s  nosed by th e  s e c u la r  rcem s. Reasons 
f o r  th e  d a tin g  o f poems in  th e  f i r s t  o a r t  o f  S ile x  S c iu t i l l a n s  a re  
s e t  f o r th  in  "The D ate of Henry V aughan's S i le x  S c i n t i l l a n s ,"
N & Q, New S e r ie s  VTI (F eb ru ary , i 960) .  6^ 6 5 , and th e  d isc u s s io n  
o f  "The P ro ffe r"  su g g e s ts  b r i e f l y  th e  grounds f o r  a l lo c a t in g  noems 
from th e  second p a r t  to  1652-165^. Where a group o f ooems i s  a s ­
s ig n ed  to  a  p a r t i c u l a r  p e r io d , th e  sequence o f  in d iv id u a l  poems 
w ith in  th e  group i s  th e  same as  in  th e  o r ig in a l  e d i t io n s .  The o n ly  
e x c ep tio n s  to  th e  c h ro n o lo g ic a l arrangem ent a re  th e  l a s t  th r e e  
s e c u la r  poems in c lu d e d . These were v e ry  l i k e l y  w r i t te n  a t  th e  same 
tim e  a s  th e  f i r s t  S i l e x . and p o s s ib ly  a f t e r  some o f  th e  r e l ig io u s  
poems which fo llo w  them h e re ; b u t th e  advan tages o f  t h e i r  o re se n t 
p lacem ent seem to  outw eigh th e  m inor in c o n s is te n c y  o f  t h i s  
d e p a r tu re  from s t r i c t  adherence to  a chronology  w hich can be sug­
g e s t iv e  o n ly .
ABBREVIATIONS
M a rilla The Sec u la r  Poems o f Henry Vaughan, e d ite d  w ith  n o tes  
and commentary by E, L» M a r i l la .  Essays and S tu d ies  on 
E n g lish  Language and L i te r a tu r e ,  ed . S, B. L il.ieg ren , 
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M artin  The Works o f Henry  Vaughan, e d ite d  by L. C. M artin ,
second e d i t io n .  Oxford: At th e  Clarendon P re s s , 1957*
ABSTRACT
This s tudy  seeks to  base  a c r i t i c a l  e s tim a te  o f Vaughan on 
thorough an a ly ses  o f  s ix ty -se v e n  o f h is  b e s t  poems, which a re  in ­
cluded  fo r  th e  r e a d e r 's  convenience. Twenty-one o f th e se  a re  s e c u la r  
poems, f o r  i t  i s  th e  a u th o r 's  c o n v ic tio n  th a t  th e  popu lar view th a t  
Vaughan i s  im p o rtan t on ly  as a sac red  p o e t i s  m istak en , and t h a t  he 
i s  in  f a c t  an o u ts ta n d in g  s e c u la r  p oet as  w e ll as an o u ts tan d in g  
r e l ig io u s  p oet o f h is  tim e . The g en era l low e s tim a te  o f Vaughan's 
s e c u la r  p o e try  stems la r g e ly  from th e  i r r a t i o n a l  h a b i t  c f  comparing 
th e se  e a r ly  p ro d u c tio n s  to  h is  m ature ( r e l ig io u s )  c o m o e i t io n s , 
in s te a d  o f  to  comparable works o f  h is  co n tem p o raries . The au th o r 
m ain ta in s  th a t  t h i s  f a l s e  e s tim a te  i s  an asp ec t o f a c r i t i c a l  e r r o r ,  
ev id en t in  most approaches to  Vaughan, which i s  a lso  re sp o n s ib le  fo r  
m isunderstand ing  o f th e  c h a r a c te r i s t i c  q u a l i t i e s  o f  h is  r e l ig io u s  
v e rse — "th e  c r i t i c a l  e r ro r  o f  re fu s in g  to  t r e a t  Vaughan's p o e try  as 
p o e try  so long  as i t  rr.ay be t r e a te d  a s  p ray er"  (Kermode), H ith e r to , 
i n t e r e s t  in  Vaughan has been m ainly i n t e r p r e t a t i v e ,  and th e  a s­
sumption (shown by M a r i l l a 's  e d i t io n  to  be f a l s e )  t h a t  th e  s e c u la r  
p iec e s  la c k  i n t e l l e c t u a l  and em otional s e rio u sn e ss  ar.d com plexity  
has produced th e  p o p u la r e s tim a te  o f  th e  r e l a t iv e  v a lu e  o f th e  
s e c u la r  and sacred  v e r s e .  The accompanying g en era l f a i lu r e  o f com­
m en ta to rs  to  examine e i th e r  th e  s e c u la r  o r  th e  sacred  v e rse  c r i t i ­
c a l ly  i s  e v id e n tly  re sp o n s ib le  fo r  th e  co n v en tio n a l op in io n  th a t
xi
Vaughan 1 neks c o n s tru c t io n a l  mover, w i t ,  and m e tric a l s k i l l ,  t h a t  
h is  s t r u c tu r e  i s  i n t u i t i v e  r a th e r  th an  r a t io n a l ,  and th a t  he i s  
rem arkable fo r  p h rases  and images r a th e r  than  fo r  whole poems. In  
th e  in tro d u c tio n  th e  a u th o r a t ta c k s  s r e c i f i c  e n u n c ia tio n s  of th e se  
v iew s, and in  th e  commentary seeks to  s u b s ta n t ia te  t h i s  a t ta c k  by 
dem onstra ting  th a t  th e  neons in c lu d ed  (which re p re se n t a  s is u a b le  
p o r tio n  o f  h is  t o t a l  work) a re  in  f a c t  c h ie f ly  rem arkable fo r  th e  
q u a l i t i e s  u s u a lly  denied  th e n . This approach r e s u l t s  in  a re v a lu ­
a t io n  b o th  ■-'f Vaughan's s e c u la r  work and of o u ts ta n d in g  r e l ig io u s  
noer.s ( e . g , , "The R e tr e a te ,"  "The W orld," "They a re  a l l  gone in to  
th e  w orld o f l i g h t i M) . and v ig o ro u s ly  sunnort.s M an illa  • s argument 
t h a t  Vaughan1 s n o e tic  dovelonr.ent was g radual and s e l f - c o n s i s t e n t , 
and n o t marked by th e  sadden m etam orphosis (suooosedly  o ccu rrin g  




The re p u ta t io n  of . . . /V aughan/ has been o f  th e  
most dead ly  k ind  th a t  can be com pelled upon th e  
memory o f  a g re a t  p o e t.  To be u n iv e r s a l ly  accep ted ; 
to  be damned by th e  p r a is e  th a t  quenches a l l  d e s ir e  
to  read  th e  book; to  be a f f l i c t e d  by th e  im pu ta tion  
o f th e  v i r tu e s  which e x c i te  th e  l e a s t  p le a su re  . . . 
t h i s  i s  th e  most p e r f e c t  co n sn iracv  o f  ap p ro v a l.
I f  I  may th u s  adap t to  my purnose th e  famous opening of Mr. T.
S. E l i o t 's  e ssay  on Jonson, I  s h a l l  be^ in  t h i s  a ttem p t to  n re se n t 
a lu s t  view o f  Vaughan by p la c in g  p rom inen tly  b e fo re  th e  re a d e r  a 
g en e ra l (and d e l ig h t f u l ly  phrased ) e s tim a te  o f  h i s  form er f a t e .
But th e  r e s t  o f Mr. E l i o t 's  s ta tem en t i s  n o t a p p lic a b le ,  f o r  
Vaughan has n o t been "read  on ly  by h i s to r ia n s  and a n tiq u a r ie s "  b u t,  
i f  th e  i n t e r e s t s  d isp lay ed  by most commentators a re  any in d ic a t io n ,  
by th o se  in te r e s te d  in  th e  docum entation o f r e l ig io u s  experience  
m erely  as docum entation, r a th e r  th a n  as p o e tic  ex p ress io n  o f  th a t  
ex p erien ce—as a tra n sm u ta tio n  o f  i t  in to  th e  s p e c ia l iz e d  form of 
a r t .  In  o th e r  w ords, V aughan's p o e try  has been in te r p r e te d ,  and 
h is  s ta tu r e  and m e rits  determ ined , c h ie f ly  by commentators who ha­
b i t u a l l y  commit, in  Kermode's n ea t p h ra se , " th e  c r i t i c a l  e r r o r  o f 
re fu s in g  to  t r e a t  V aughan's p o e try  as p o e try  so long as i t  may be 
t r e a te d  a s  p ray er"  ("The P r iv a te  Im agery," 208). As M a ril la  argues 
v ig o ro u s ly  in  "The S ig n if ic a n c e  of Henry V aughan's L i te r a r y  Repu­
t a t i o n , "  MLQ, V ( 1 9 ^ ) ,  155-162, t h i s  h a b i t  was i n i t i a t e d  by th e  
p o e t 's  n in e te e n th -c e n tu ry  c l e r i c a l  e d i to r s ,  who found in  th e  p ious
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ex p ress io n s  and d e v o tio n a l themes o f  se v e n te e n th -c e n tu ry  r e l ig io u s  
p o e ts  a convenien t means o f seek ing  to  stem th e  r i s in g  t i d e  of 
s c i e n t i f i c  scep tic ism  exem p lified  in  l i t e r a t u r e  by th e  growing n a tu ­
r a l i s t i c  movement. The h a b it  has p e r s i s te d  by v i r tu e  o f  " th e  i n e r t i a  
o f l i t e r a r y  c r i t ic is m " —which was a lso  re sp o n s ib le , we m ight r e ­
member, f o r  th e  long  endurance o f C o le r id g e 's  e s tim a te  o f th e  
c h a ra c te r  o f Ham let. The a ttem p t o f  Dr, F . E. H utchinson, in  Henry 
Vaughan: A l i f e  and I n te r p r e ta t io n  (Oxford: At th e  Clarendon P re ss , 
19^7)1 p . 8 3 , to  d ism iss  M a r i l l a 's  argument w ith  th e  c u r t  recog­
n i t io n  th a t  " th e  la y  a n th o lo g is ts —P a lg ra v e , Churton C o ll in s , 
O u iller-C ouch , G rie rso n , M assinrhan, Norman Ault" have a i l  rev ea led  
s im ila r  i n t e r e s t s ,  m erely s id e - s te ^ s  th e  is s u e ,  fo r  H utchinson on ly  
assumes t h a t  t h e i r  consequent p re fe ren ce  fo r  th e  r e l ig io u s  v e rse  
stems from t h e i r  e x e rc ise  o f independent c r i t i c a l  judgm ent, and so 
f a i l s  to  coun ter M a r i l la 's  argument t h a t  th ey  have u n c r i t i c a l l y  
accep ted  an u n c r i t i c a l  e v a lu a tio n  a lre a d y  made. And i t  i s  s i g n i f i ­
can t t h a t  M a r i l l a 's  view i s  im p l ic i t ly  v in d ic a te d  by P ro fe s so r  Poss 
Garner in  Henry  Vaughan: Experience and th e  T ra d it io n  (Chicago: The 
U n iv e rs ity  o f  Chicago P re s s , 1959), 130 f f . ,  a lthough  th a t
book exem plifi.es. in  g e n e ra l, th e  now co n v en tio n a l p r a c t ic e  o f  con­
c e n tra t in g  on what Vaughan says to  th e  alm ost com plete ex c lu s io n  o f 
a t t e n t io n  to  how he says i t .
The sim ple t r u t h  i s  t h a t  d e s p ite  th e  co n s id e ra b le  volume of com­
m entary on Vaughan, s u rp r is in g ly  l i t t l e  o f  i t  i s  c r i t i c a l  commen­
t a r y ,  By f a r  th e  g re a te r  p a r t  c o n s is ts  o f in t e r p r e t a t i v e  comment— 
d e s c r ip t io n  o f them es, e x p lic a t io n  of co n cep ts , r a t io n a l i z a t io n  of 
im ages, and th e  t r a c in g  o f  sou rces and p a r a l l e l s  f o r  a l l  o f  th e s e .
I f  anyone i s  in c lin e d  to  doubt th e  accuracy  o f  th e se  rem arks, l e t  
him g lance a t  random through  any o f th e  item s l i s t e d  in  M a r i l la 's  
Comprehensive Bib lio g rap h y  o f Henry Vaughan (T uscaloosa: U n iv e rs ity  
o f Alabama P re s s , 1948), and he w i l l  f in d  them e m p h a tica lly  con­
firm ed . Poems a re  d iscu ssed  w ith  l i t t l e  o r no reg a rd  to  t h e i r  a r ­
t i s t i c  q u a l i t i e s ,  alm ost as though th ey  were p ro se— and m erely 
in d i f f e r e n t  p ro se  a t  th a t— as w i l l  be r e a d i ly  obvious to  th e  re ad e r  
who n o tic e s  t h a t  soace and emohasis a re  im p a r t ia l ly  a llo ca ted , to  
poems o f a l l  degrees o f  a r t i s t i c  w orth . The reason  i s  obvious—th e  
poems a re  b e in g  used to  document Vaughan's a t t i t u d e s ,  o r i n t e r e s t s ,  
o r  e x p e rien ce s , o r b e l i e f s ,  and n o t,  as a r t i s t i c  r e p re s e n ta tio n s  
o f such th in g s  should b e , s tu d ie d  to  observe and ev a lu a te  h is  p ro ­
f ic ie n c y  in  th e  a r t  o f p o e try . To s u b s ta n t ia te  th e  fo reg o in g  rem arks, 
l e t  me c i t e  a few t i t l e s  which in c o rp o ra te  orom inent d isc u ss io n s  o f 
Vaughan: Helen C, W hite, The M etaphysical Poet s :  A Study in  Re­
l ig io u s  E xperience (New York: The MacMillan Company, 1936); M. M. 
Mahood, "Vaughan: The Symphony o f  N a tu re ,"  in  P o e try  and Humanism 
(Mew Haven: Y ale U n iv e rs ity  P re s s , 1950); I t r a t - H u s a in , The M y stica l 
Elem ent in  th e  K etan h y sica l Poets (Edinburgh and London: O liv e r  and 
Boyd, 1948); Amo Esch, "Die N atu rau ffassung  Henry Vaughans," in  
E n g lisch e  Religi& 'se L y rik  des 17 . Jah rh u n d erts  (Tttbingen: Max 
Niemeyer V erlag , 1955); Jean -Jacques Denonain, "Le Sentim ent Re- 
l ig ie u x  dans l a  P o esie  de Henry Vaughan," in  Thames e t  Fom es de l a  
P o es ie  "M etanhysique" ( P a r is :  P re sses  U n iv e r s i ta i r e s  de F rance, 1956).
This r e s t r i c t i o n  o f i n t e r e s t  in  Vaughan i s  due p a r t ly  to  th e  
e f f o r t  o f  modem sc h o la rs  to  re scu e  him, as  Kermode sa y s , from a
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p e rio d  cu rsed  w ith  o b so le te  le a rn in g .  Such an e f f o r t  has been neces­
s a ry , and c e r ta in ly  I  would n o t be though t to  impugn th e  v a lu e  o f 
th e  c o n tr ib u tio n  to  o u r und erstan d in g  of V aughan's p o e try  made by 
th e  sc h o la rs  m entioned above, and by such o th e rs  as  L. C. M artin , 
M e r r i t t  Y. Hughes, A. C. Judson, E liz a b e th  Holmes, and more r e c e n t ly ,  
R. H. W a lte rs , M arsn-Sofie R ^stv ig , E. L. M a r il la , D. C, A ll en , and 
R. A. D urr. C r i t i c a l  e v a lu a tio n , to  be v a l id ,  must be based f irm ly  
on u n d erstan d in g  w hich, in  th e  case o f an i n t e l l e c t u a l  p o e t whose 
le a rn in g  i s  o b so le te , can stem on ly  from such an in t e r o r e ta t iv e  
e f f o r t  as t h i s .  C oncen tra tion  on a p o e t 's  s ta tem en t sim ply as s t a t e ­
ment becomes a c r i t i c a l  e r r o r  on ly  when th e  p o e t ic a l ly  ex traneous 
v a lu e  o r i n t e r e s t  o f  a poem's i n t e l l e c t u a l  co n ten t i s  made, e i th e r  
e x p l i c i t l y  o r im p l i c i t ly ,  th e  s o le  o r prim ary f a c to r  in  de term in ing  
th e  poem 's v a lu e  as  a work o f a r t .  And t h i s ,  u n fo r tu n a te ly , i s  ju s t  
what has been done by many sc h o la rs  who ought to  know b e t t e r .  L et 
th e  re a d e r ,  i f  he i s  s c e p t ic a l ,  check th e  ty p ic a l  s t r u c tu r e  o f 
g en e ra l d isc u s s io n s  o f Vaughan, and he w i l l  f in d  th a t  th e  s e c u la r  
p o e try  ( c o n s t i tu t in g  about o n e - th ird  o f V aughan's p u b lish ed  o r ig i ­
n a l v e rse )  i s  c a s u a lly  reco g n ized  a s  co n v en tio n a l in  them e, callow  
in  em otion, s u p e r f ic ia l  in  th o u g h t, and th e n  i s  c a s u a lly  d ism issed  
as c r i t i c a l l y  u n in te re s t in g  and a r t i s t i c a l l y  un im portan t w ith  some 
such u n c r i t i c a l  e p i th e t  a s  " p le a s a n t,"  "sm ooth," "charm ing." Typi­
c a l ly ,  th e  w r i te r  th en  proceeds to  survey  th e  r e l ig io u s  v e rse  a t  
l a r g e ,  and here  e n th u s ia s t ic  (b u t q u ite  as  u n c r i t i c a l )  p ra is e  i s  
awarded on th e  b a s is  o f  o b se rv a tio n  o f  t h e i r  p ro fu n d ity , s u b t le ty ,  
com plex ity , and fe rv en cy  o f though t and f e e l in g .  I t  i s  q u ite  c le a r
t h a t  in  such d isc u s s io n s  as th e se  a n o n - a r t i s t i c  c r i t e r i o n  i s  be in g  
a p p lie d  and i s  r e s u l t in g  in  an e v a lu a tio n  'which in  f a c t  f a i l s  
s ig n a l ly  to  o b ta in  v e r i f i c a t i o n  from a c r i t i c a l  exam ination  o f  th e  
s e c u la r  and r e l ig io u s  v e r s e .  The l a t e s t  paradox to  be added to  th e  
m a tte r  i s  t h a t ,  now th e  commentary in  M a r i l l a 's  e d i t io n  has so 
v ig o ro u s ly  dem onstrated  th e  s e c u la r  ooems to  be i n t e l l e c t u a l l y  r e ­
sp e c ta b le  and o f t e n ' em o tio n a lly  in te n s e ,  i t  i s  no lo n g e r p o s s ib le  
to  o e r s i s t  in  t h i s  u n c r i t i c a l  am rroach and a t  th e  same tim e con­
t in u e  re fu s in g  to  ta k e  th e  s e c u la r  poems s e r io u s ly .  But nerhaps 
th e  em battled  co n v en tio n a l e s tim a te  may s t i l l  be saved , f o r  p o s s i­
b ly  i t  i s  u n r e a l i s t i c  to  hone t h a t  th o se  who have so c o n s is te n t ly  
e x h ib ite d  t h e i r  d is r e s p e c t  f o r  lo g ic  w i l l  r e f r a in  from fj.nding 
some f u r th e r  i l l o g i c a l  d ev ice  to  escape from t h i s  new dilemma.
L et me p r e s e n t , in  ev idence o f th e  e s tim a te  which I  have been 
d is c u s s in g , p a r a l l e l  s ta tem en ts  by two commentators who, in  most 
r e s p e c ts ,  a re  a s  d i f f e r e n t  as th ey  can b e , H utchinson, op. c l t . , 
t>» 8h-, sums un th e  rem arks a lre a d y  ouoted w ith  "There 7 5 , th e n , 
some g en e ra l agreem ent t h a t  no poems in  O lor Isc an u s rea ch  th e  
s tan d a rd  o f  th e  b e s t  poems in  S ile x  S c in t i l l a r . s " ; and E sch, op . c i t . 
p .  l 6 l ,  seeks to  co u n te r M a r i l l a 's  argument in  "The S ecu la r and Re­
l ig io u s  P oetry"  w ith  "T rotz E. L. M an illa s  v e rd ien s tv o llem  V ersuch, 
Vaughans w e l t l ic h e  L y rik  s tS rk e r  zu r G eltung zu b r in g e n , i s t  d ie  
k t in s tle r is c h e  U b erleg en h e it s e in e r  r e l ig id s e n  D ichtung u n b e s t r e i t -  
b a r ."  Wow, when one th in k s  about i t ,  th e re  i s  r e a l l y  n o th in g  su r­
p r is in g  in  e i t h e r  s ta te m en t; remembering th e  w e ll known f a c t  t h a t  
th e  r e l ig io u s  poems were f o r  th e  m ost p a r t  w r i t te n  l a t e r  th an  th e
s e c u la r ,  th e  re a d e r  w i l l  f in d  b o th  s ta tem en ts  e x a c tly  congruent 
w ith  h is  e x p e c ta tio n  t h a t  th e  work of a p o e t 's  m a tu r ity  should  be 
b e t t e r  th an  th e  work o f  h is  a p p re n tic e sh ip , and w i l l  accep t them 
p robab ly  w ith  l i t t l e  th o u g h t. What i s  s u rp r is in g ,  however, i s  t h a t  
e i t h e r  commentator should  employ th e  common d e b a te r 's  t r i c k  of im­
p ly in g  th a t  M a r il la  m ain ta in s  a c o n tra ry  p o s it io n  ( I  have never 
heard  o f anybody who d o es) ,  an d , f u r t h e r , t h a t  e i th e r  should  th in k  
h is  rem ark a s ig n i f ic a n t  c r i t i c a l  comment and a v a l id  way o f sub­
s ta n t i a t in g  th e  general low e s tim a te  o f th e  s e c u la r  poems' v a lu e .
L et th e  re a d e r  t e s t  th e  im p ressiv en ess  o f such c r i t ic i s m  by im agi­
n in g  fo r  a moment hew in c re a se d  he m ight be by th e  q u ite  p a r a l l e l  
s ta tem en ts  th a t  Tw elfth  N ight i s  i n f e r io r  to  King L e a r , o r  Lycidas 
to  P a rad ise  L o s t , o r  The S hepherd 's  Calendar to  The F a e r ie  Qneene, 
o r  The Book o f  th e  Duchess to  The C anterbury T a le s . In  th e  f i r s t  
p la c e , i t  i s  ax iom atic  t h a t  co n c lu s iv e  judgments cannot be based on 
comparison o f comedy to  tra g e d y , e legy  to  e r i c , p a s to r a l  to  romance, 
a l le g o ry  to  r e a l is m , lo v e  p o e try  to  r e l ig io u s  p o e try ; .and, in  th e  
second n la c e , th e  on ly  s e n s ib le  way to  e s ta b l i s h  th e  r e l a t iv e  a r ­
t i s t i c  v a lu e  o f an o u ts tan d in g  p o e t 's  e a r ly  work i s  to  compare i t ,  
n o t w ith  h is  own b e s t  work o f an o th er k in d , b u t w ith  th e  s im ila r  
com positions o f h is  co n tem p o raries . A fte r  a l l ,  th e  com parisons sug­
g es te d  above a re  r e a l l y ,  in  a sen se , devious ways o f  paying h igh  
compliment to  th e  l e s s e r  works m entioned. Supposing f o r  th e  sake o f 
argument t h a t  i t  makes sense to  compare them , i t  i s  n o t to  damn 
T w elfth  Wight to  say t h a t  i t  i s  i n f e r i o r  to  King L e a r ; we need to  
know how i t  compares to  th e  comedies o f Lyly and G reene. I t  i s  n o t
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to  damn I-vcldas to  say th a t  i t  i s  in fe r io r ' to  P a ra d ise L o s t ; we 
need to  know how i t  comoares w ith , say , C leveland1s e leg y  on th e  
sane s u b je c t .  Not to  t i r e  th e  re a d e r  w ith  f a r th e r  la b o r in g , i t  i s  
n o t to  darn  Vaughan's s e c u la r  ooems to  say th a t  th ey  a re  i n f e r io r  
to  th e  b e s t  o f h is  r e l ig io u s  poems ( th e  b e s t ,  mind you, n o t th e  
m a jo r i ty ) ;  we rood to  know how th e y  compare to  s im ila r  com positions 
(which l ik e w ise  a r e ,  f o r  th e  most p a r t ,  i n f e r i o r  to  Vaughan1s b e s t)  
o f  Donne, Jenson. C a rtw rig h t, Carew, C leveland , H abington, H e rrick , 
Randolph, and S uck ling , And i t  i s  rem arkable , to  say th e  l e a s t ,  
t h a t  no c r i t i c  who so g l ib ly  condemns Vaughan’s s nrtu la r  v e rse  has 
y e t  f e l t  Im pelled  to  show th a t  th e  outcome o f such comparison i s  
u n fav o rab le  to  Vaughan,
Tf any re a d e r  shoibd be dubious about th e  p ro p o s itio n  th a t  
Vaughan's s e c u la r  v e rse  has beer, u n ju s t i f i a b ly  s l ig h te d ,  l e t  him 
choose a t  random an an tho logy  o f  sev en teen th -cen ti 1 ry  v e rse  and com­
p a re  w hatever example o f  Vaughan's s e c u la r  sm itin g  he f in d s  th e re  
(n ro b ab ly  "To Amoret gone from h im ,1' o r none a t  a l l )  n o t w ith  " th e  
b e s t  poems in  S ile x  S c in t i l l a r . s " b u t w ith  poems o f th e  same k ind  by 
any o f  th e s e  w r i te r s  who happen to  be re p re s e n te d . He w i l l  f in d  th a t  
V aughan's poem i s  n o t m arkedly i n f e r io r  to  some s e le c t io n s  o f  th e  
o th e r s ' b e s t .  Then l e t  him tu rn  to  some se c u la r  poems in  t h i s  se ­
le c t io n  which a re  d ec id ed ly  b e t t e r  th an  th e  p iec e  t h a t  i s  u s u a lly  
an th o lo g ized  ( " th e  i n e r t i a  o f l i t e r a r y  c r i t i c i s m " ? ) ,  and make th e  
same comparison,- and he w i l l  f in d  t h a t  Vaughan emerges as a s e c u la r  
p o e t who i s  n o t on ly  th e  su p e r io r  o f  C a rtw rig h t, H abington, and 
Randolph, b u t q u ite  th e  equal o f  Jonson, Carew, C leveland, S uck ling ,
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H e rrick , and W alle r , and, in  ran y  im p o rtan t r e s p e c ts ,  th e  equal of 
Donne. W hile seek ing  m ainly  to  s u b s ta n t ia te  t h i s  view  by means of 
d e ta i le d  an a ly se s  o f  Vaughan's poems, I  have on occasio n  provided  
n o in ts  o f comparison w ith  re le v a n t  works o f o th e r  w r i te r s ,  l e t  me 
h e re  emnhasize t h i s  e s tim a te  o f Vaughan's r e l a t i v e  s ta tu r e  a s  a 
s e c u la r  p o e t by f ra n k ly  in v i t in g  any in te r e s te d  c r i t i c  to  ex p la in  
p o in t  by p o in t w herein l i e s  th e  fan c ied  s u p e r io r i ty  o f  Jo n so n 's  
"To P enshurst"  to  V aughan's "To th e  R iver I s c a ," o f  H e r r ic k 's  "To 
th e  Rose" to  V aughan's "To Amoret. The S ig h ,"  o f  C le v e lan d 's  "The 
Rebel Scot" to  Vaughan's "The King D is g u is 'd ,"  o f  L o v e la c e 's  "To 
L u c asta . Going Beyond th e  Seas" to  V aughan's "To E te s ia  p a r te d  from, 
him , and lo o k in g  b a c k ," o f  (d a re  T say i t ? )  Donne's "A V a le d ic tio n : 
fo rb id d in g  mourning" to  Vaughan's " E te s ia  a b se n t"—an d , l e t  him 
choose w hatever com parisons he p le a se s  f o r  Vaughan's "A R haosodis,"
"To h is  f r ie n d  "To h is  r e t i r e d  f r ie n d ,  an I n v i ta t io n  to
B recknock," "Upon a Cloke l e n t  him by Mr. J .  R id s le y ," "To th e  b e s t ,
and most accom plish 'd  Couple "To E te s ia  ( f o r  T im ander,) th e
f i r s t  S ig h t ," he w i l l  f in d  n o th in g  in  se v e n te en th -ce n tu ry  v e rse  
which e x c e ls  any of th e se  in  i t s  own p a r t ic u la r  v e in .
The co n c e n tra tio n  o f c r i t i c a l  a t t e n t io n  on Vaughan's s ta tem en t o f 
r e l ig io u s  id e a s  and a t t i t u d e s  has r e s u l te d  in  d i s to r t i o n  no t only  
o f h is  r e l a t i v e  s ta tu r e  a s  a  s e c u la r  p oet b u t a ls o  o f  th e  m e rits  
exem p lified  by h is  v e rse  as  a  whole—in  s h o r t ,  o f th e  c h a r a c te r i s t i c  
q u a l i ty  o f h is  in c itin g . This d i s to r t i o n  may be r ic h ly  i l l u s t r a t e d :
George W illiam son, The Donne T ra d it io n  (Cambridge: H arvard Uni­
v e r s i t y  P re s s ,  1930), p . 130:
Since Vaughan, l i k e  Crashaw, m issed th e  reaso n ab le  
s t r u c tu r e  in  H erb ert and Donne * , . we need n o t be 
s u rp r ise d  t h a t  he i s  remembered f o r  what appealed to  
him in  o th e r  p o e ts—l in e s  and im ages.
Helen C. W hite , on . cat . ,  pp . 311-313:
There i s  th a t  f la s h in g  q u a l i ty  th a t  a f fo rd s  many 
b r i l l i a n t  beg inn ings and n o t a few b r i l l i a n t  end ings, 
b u t t h a t  very  seldom y ie ld s  a f u l l y  su s ta in e d  p ie c e .
. . .  no l e s s  c h a r a c te r i s t i c  i s  th e  g e n e ra l lo o se  
t e x tu re  o f  h is  s t r u c tu r e  . . . th e re  i s  no d r iv e  o f 
lo g ic  to  p u l l  th e  elem ents more t i g h t l y  to g e th e r .  .
. . Vaughan abounds in  b e a u t i f u l  p h rases  b u t n o t in  
p e rio d s  t h a t  shoo t s t r a ig h t  to  t h e i r  mark . . . 
though th e  b r i e f  f l i g h t  i s  h is  g i f t ,  he has l i t t l e  
c a p a c ity  fo r  com pression, . . . p re c is io n  and v a r ie ­
t y  o f  su b -su rfac e  Im p lic a tio n  . . .  i s  r a r e  in  
Vaughan.
Joan B en n e tt, Four M etaphysical Poets (Cambridge: At th e  Uni­
v e r s i ty  P re s s , 193^)i P* 39 :
He la c k s  form , o rd e r , economy, he seldom knows 
where to  s to p . . . .  A s e le c t io n  o f  th e  b e s t  from 
H erbert would be a s e le c t io n  o f poems, a s e le c t io n  
o f  th e  b e s t  from Vaughan would in c lu d e  some s in g le  
s ta n z a s , l i n e s ,  o r even h a l f  l i n e s .
E liz a b e th  Holmes. Henry Vaughan and th e  H erm etic Philosophy 
(O xford: B a s il B lackw ell, 193?-)* p . !li
He has n o t th e  i l lu m in a tin g  w it o f th e  b e s t  o f  th e  
m etap h y sica l school . . .  he la c k s  Donne1s o r  Mar­
v e l l  ' s  iro n y ; he cannot c l in c h  l i k e  M arvell w ith  h is  
sp le n d id  in c is iv e n e s s  t r a g ic  o r  gay, and h is  f in e  
command o f  h is  s u b je c t;  and Vaughan's r e a l  su b je c t 
i s  o f te n  in d e f in a b le  and so e lu d es  h is  e f f o r t  to  
p re se n t i t .  Many o f h is  poems, l i k e  th e  l i n e s  on "The 
T im ber," beg in  w ith  v iv id  in s p i r a t io n ,  which l a t e r  
d ie s  and le av es  th e  r e s t  o f  th e  poem d u l l  and f o r lo r n ,  
because th e  gleam has re tu rn e d  to  i t s  source  in  th e  
subconsc ious, and V aughan's conscious mind, which i s  
n o t s tro n g  o r  s u b t le ,  cannot fo llo w  i t .
E. C. P e t t e t ,  op . c i t . ,  p . 15^*
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Much c r i t ic i s m  o f Vaughan has r e g u la r ly  s tr e s s e d  
h is  c o n s tru c t io n a l  w eakness, even on th e  l y r i c  s c a le  
—h is  p e te r in g  ou t a f t e r  some f in e  opening, h is  d i s ­
c u rs iv e n e ss , h is  . jo l t in g , z ig -z a g  f i t s  and s t a r t s ,  
h is  i n a b i l i t y  to  end a poem a t  th e  r ig h t  moment.
Applied to  h is  work as a whole, t h i s  co n v en tio n a l 
.judgment i s  a f a i r  one.
Now th e se  judgm ents, i t  i s  perhaps n eed le ss  to  em phasize, have 
been formed on th e  b a s is  o f a w e ll-n ig h  e x c lu s iv e  s tudy  o f th e  r e ­
l ig io u s  v e r s e ,  and i t  i s  h ig h ly  s ig n i f ic a n t  t h a t  S. L. M a r il la ,  who 
more th an  any o th e r  c r i t i c  has s tu d ie d  Vaughan's work as  a w hole, 
em p h a tica lly  f a i l s  to  concur in  th e  oopu lar view . In  th e  a r t i c l e  
on th e  se c u la r  and r e l ig io u s  o o e try  c i te d  above, he argues th a t  th e  
p o e tic  s k i l l s  exem plified  in  bo th  p o r tio n s  o f Vaughan's work a re  o f 
th e  same k in d . This a r t i c l e  in  f a c t  re p re s e n ts  one o f  th e  v ery  few 
p ie c e s  o f a c tu a l  c r i t i c a l  a n a ly s is  th a t  have been devoted to  
V aughan's p o e try ; and, on t h i s  b a s is ,  M a r il la  f in d s  th e  c h a ra c te r ­
i s t i c  q u a l i ty  o f  h is  v e rse  a s  a whole to  c o n s is t  in  d e l ib e r a te  con­
s t r u c t io n ,  fu n c tio n a l o rg a n iz a tio n , use  o f a d ram atic  te c h n iq u e , 
p ro g re s s iv e  e v o lu tio n  o f them e, and a p a t te r n  o f  suspense and 
clim ax o f te n  he ig h ten ed  e f f e c t iv e ly  by an elem ent o f s u rp r is e .  An 
argum ent such as t h i s  sim ply cannot be shrugged o f f ,  as  P ro fe s so r  
Esch, f o r  example, seeks to  do ( io c .  c l t . ) ,  e s p e c ia l ly  when p a r t  
o f  i t  a t  l e a s t  i s  so t e l l i n g l y  obv ious. On th e  fa c e  o f  i t ,  th e  
cla im  th a t  Vaughan's work as  a whole c o n s is te n t ly  ex em p lifie s  th e  
same b a s ic  tech n iq u es  and q u a l i t i e s  i s  as  a g ree ab le  to  e x p e c ta tio n  
as th e  complementary claim  t h a t  th e  b e s t  o f  th e  l a t e r  v e rse  ex­
h i b i t s  a more s k i l l f u l  employment o f th e se  tech n iq u es  and a  r ic h e r
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p ro fu s io n  o f th e se  q u a l i t i e s .  I f  such an argument i s  to  be d i s r e ­
garded , i t  must f i r s t  be c o n tra d ic te d , and th e  c o n tra d ic t io n  must 
be b ased , l i k e  th e  argum ent, on d e ta il.ed  a n a ly s is  o f  r e n re te n ta t iv e  
poems. I t  i s  no l e s s  than  in d ic a t iv e  o f th e  g en era l f a i lu r e  o f 
modem, c r i t ic i s m  on Vaughan t h a t ,  a lthough  no such c o n tra d ic tio n  
has been forthcom ing , c r i t i c s  have con tinued  to  t r e a t  Vaughan's 
v e rse  as  though th e  argument w ere u n tru e . In  th e se  c ircu m stan ces , 
we a re  v i r t u a l l y  compelled to  accep t M a r i l l a 's  argum ent, a t  l e a s t  
p r o v is io n a l ly , as v a l id .
I t  i s , I  b e lie v e , ag a in  h ig h ly  s ig n i f ic a n t  t h a t  th e  n re se n t study  
( th e  co n c lu sio n s  of which were formed in d ep en d en tly  o f M a r i l la 's  
in f lu e n c e , e i th e r  p e rso n a l o r s c h o la r ly )  em p h a tica lly  confirm s h is  
view . The whole o f my c r i t i c a l  commentary m ight be regarded  a s ,  in  
a sen se , a d e ta i le d  enlargem ent o f h is  a r t i c l e  c i te d  above. And i t  
i s  gust as s ig n i f ic a n t  t h a t  Mr. 5 , L. B e th e l l , who bestow s more 
r e a l  c r i t ic i s m  on th e  s e c u la r  v e rse  th an  anybody except M a rilla  and 
m y se lf, p re se n ts  a s im ila r  e s tim a te  o f i t s  c h a r a c te r i s t i c  q u a l i t i e s  
and su g g ests  th e  reaso n s why th e  c r i t i c s  quoted above reach  th e  
co n c lu sio n s  th e y  do on th e  b a s is  o f th e  r e l ig io u s  v e rse  a lone (The 
C u ltu ra l  R evolu tion  o f  th e  S eventeen th  Centu ry  /London: Dennis 
Dobson L td . ,  1 9 5 i7 . pp. 1 3 3 -W )*
Vaughan i s  much g r e a te r  a s  a sacred  th an  as a  
s e c u la r  p o e t, b u t  he i s  a ls o  much more uneven. He 
i s  w r i t in g  now w ith  a s e r io u s  d id a c t ic  pu rpose , w ith  
th e  rem o rse less  e a rn e s tn e s s  o f  a re c e n t  c o n v e r t. I f  
we c o n tr a s t  th e  r e l ig io u s  w ith  th e  am atory v e r s e ,  i t  
i s  p la in  t h a t  h is  c e n tre  o f a t t e n t io n  has s h i f te d  
n o t m erely  from p ro fane  to  sac red  lo v e  b u t from a r t  
to  l i f e - - f r o m  th e  q u e s tio n  o f how to  say  i t ,  to  a 
deep concern fo r  what he has to  say . . . . There i s
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n o t th e  same c a re fu l  f in i s h ;  even more, th e r e  i s  no t 
th e  same d e l ib e r a te  o rg a n is a tio n : th e  in d iv id u a l  lo v e  
poems have a u n itv  which i s  ach ieved  only  now and 
th en  in  th e  r e l ig io u s  p o e try . . . . / i n  w h ich / th e re  
i s  o f te n  n o 'n e c e ssa ry  con n ec tio n , on ly  a c au sa l and 
c a su a l co n n ec tio n , between tho u g h t and th o u g h t as 
h is  theme d ev e lo p s . And in  d id a c t ic  mood he goes on 
to o  lo n g , as i f  corm elled  by conscience n o t to  r e ­
f r a in  from good words , . .
Mr. B e th e ll speaks only  o f th e  love  poems, which com prise by no 
means a l l  o r  even th e  g re a te r  p a r t  of Vaughan's s e c u la r  work, and 
h is  judgments a re  o v er-s im p le , so t h a t  he does n o t do p rooer 
j u s t i c e  to  th e  se r io u sn e ss  o f th e  s e c u la r  p o e try  n o r th e  a r t i f i c e  
o f  th e  r e l ig io u s  p o e try ; b u t he does succeed , as does no o th e r  
c r i t i c ,  i n  d e f in in g  th e  r e a l  cause o f th e  a r t i s t i c  f a i l u r e  o f many 
r e l ig io u s  poems. An unconscious approach to  t h i s  view  i s  made by 
P ro fe s so r  W illiam son1s re c o g n it io n  (lo c .  c i t . )  t h a t  Vaughan m issed 
th e  rea so n ab le  s t r u c tu r e  in  H erb ert and Donne "perhaps l e s s  com­
p le te ly  in  h is  e a r ly  poems." I  have e x p re ss ly  r e f r a in e d  from com­
p i l in g  a s e le c t io n  o f  b r i l l i a n t  b e g in n in g s , b r i l l i a n t  end ings, 
l i n e s  and im ages, s ta n z a s ,  l i n e s ,  and h a l f - l i n e s ;  y e t ,  d e s p ite  th e  
pronouncements t h a t  Vaughan "very  seldom y ie ld s  a f u l ly  s u s ta in e d  
p ie c e ,"  t h a t  h is  b e s t  work does no t c o n s is t  in  whole poems, th a t  
h is  v e rse s  a re  c o n s ta n tly  " p e te r in g  ou t a f t e r  some f in e  open ing ,"
I  have found w ith o u t much t ro u b le  s ix ty -se v e n  whole poems and have 
been com pelled by n o n - c r i t i c a l  c o n s id e ra tio n s  to  om it a sco re  o r 
so o f th e  same k in d . The " f u l ly  su s ta in e d "  p ie c e s  in c lu d ed  h ere  
r e p re s e n t ,  in  f a c t ,  a s u b s ta n t ia l  p ro p o rtio n  o f Vaughan's t o t a l  
o r ig in a l  v e r s e ,  and , ju s t  as  s ig n i f i c a n t ly ,  r e p re s e n t  by f a r  th e  
g r e a te r  p a r t  o f  h is  b e s t  w ork. The re a d e r  w i l l  f in d  h im se lf
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ad eq u a te ly  recompensed f o r  th e  om ission o f  th a t  in s ig n i f i c a n t  
p o r tio n  o f th e  b e s t  comprised in  th e  " b r i l l i a n t  beg inn ings" and 
i s o la te d  " b e a u tifu l  p h rases"  o f th e  few poems id e n t i f i e d  in  th e  
p re fa c e  as  excluded because th ey  do in  f a c t  exem plify  (a s  do no 
o th e rs  w orth m entioning) t h a t  o c c a s io n a l la p se  o f p o e tic  power 
which c r i t i c s  have chosen to  th in k  c h a r a c te r i s t i c  o f  Vaughan.
The a c tu a l  b a s is  o f  t h e i r  e r ro r  i s  t h a t  th e y  have g e n e ra liz e d  
about Vaughan's work a s  a whole on th e  b a s is  o f  t h a t  o o r tio n  of i t  
w hich, w hile  i t  co n ta in s  h is  b e s t  poems, co n ta in s  a lso  h is  w o rs t.
The sim ple t r u t h  o f  th e  m a tte r  i s  t h a t  a lth o u g h , as we should  ex­
p e c t , none o f  th e  e a r ly  s e c u la r  poems reach  th e  a r t i s t i c  h e ig h ts  
o f  th e  b e s t  r e l ig io u s  poems, many of them a re  q u i te  as good as  many 
r e l ig io u s  poems ( e .  g . , "To Lysim aohus, t he Author be ing  w ith  him 
in  London" i s  no t a b i t  i n f e r i o r  to  "I s a a c s  M arriag e"); many a re  
much th e  su p e r io r  o f  r e l ig io u s  poems w hich, on good grounds, have 
long  been reg ard ed  a s  a r t i s t i c  su ccesses  ( e .  g . , "E te s ia  a b se n t" 
i s  a b e t t e r  noem th an  "P eace"); and no s e c u la r  poem reach es  th e  a r ­
t i s t i c  d ep ths o f th e  w o rs t r e l ig io u s  poems ( e .  g . , n o t even "The 
E a g le ,"  o c c a s io n a lly  c i te d  as a clumsy p ie ce  of immature v e rb ia g e , 
e x h ib i ts  th e  i n f l a t e d  bombast o f  "The F e a s t ,"  th e  p ro sa ic  f la tn e s s  
o f  th e  second "Jesu s  w eeping," th e  lo o se  s t r u c tu r e  o f "M isery ," o r  
th e  awkwardly i r r e le v a n t  v e r s i f i c a t i o n  o f  "The M u tin ie " ) . Miss 
W hite (lo c .  c i t . ) ,  in  a  l im ite d  concession  to  Vaughan a s  a 
c ra ftsm an , reco g n izes  t h a t  " th e re  a re  more poems which c a r ry  
th ro u g h  on a f a i r l y  su s ta in e d  a rc  o f  f e e l in g  and im ag in a tio n  th an  
m ost d isc u s s io n s  o f V aughan's v e rse  would le a d  one to  su sp e c t ."  That
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has been my ex p e rie n c e , to o ;  b u t M iss W hite m ight have f in is h e d  
th e  m a tte r  by o b serv in g  t h a t ,  a s  B e th e l l  p o in ts  o u t ,  th e  p ro p o rtio n  
o f  s e c u la r  poems e x h ib i t in g  t h i s  c o n s tru c t io n a l  s tr e n g th  i s  g r e a te r  
th a n  th e  p ro p o rtio n  o f  r e l ig io u s  poems.
That c o n s tru c t io n a l  w eakness which has been re p e a te d ly  a t t r i b u t e d  
to  V aughan's work as  a  w hole (a p p a re n tly  on th e  b a s is  o f  i t s  occur­
ren ce  in  such poems as "The B ird ,"  "The T im ber," and "L1Envoy") 
has been a t t r i b u t e d  s p e c i f i c a l l y  to  th e  s e c u la r  roems by M rs, Joan 
B ennett ( op . c i t . , pp . 75-77)» on th e  b a s is  o f  h e r  a n a ly s is  o f one 
poem. M a r i l la  (p p . 135-136) has re o u d ia te d  h e r argum ent a s  a p p lie d  
to  t h i s  -p a r t ic u la r  noem, and i t  i s  un n ecessary  to  r e s t a t e  h is  r e p ly  
h e re . B ut, s in c e  Mrs, B en n e tt ta k e s  t h i s  as ty p ic a l  o f  V aughan's 
e a r ly  work, l e t  me s t r e s s  t h a t  (a s  M a r i l la  e x p l i c i t l y  concedes) i t  
i s  n o t th e  b e s t  s e c u la r  poem and, fu rth e rm o re , th e  a n a lo g ic a l  te c h ­
n ique e x em p lified  h e re  i s  employed w ith  u n d en iab le  su ccess  i n ,  f o r  
exam ple, "To h is  Learned F rien d  and Loyal F e llo w -P r iso n e r ," as w e ll  
as  in  t h a t  p e re n n ia l  f a v o r i t e  o f  a n th o lo g is t s ,  "To Amoret gone from 
him ." On such u n s ta b le  ground as  t h i s ,  th e n , M rs. B enne tt seeks to  
b a se  an argum ent t h a t  V aughan's " e a r ly  volumes" exem plify  on ly  
" f a l s e  m e tap h y sica l p o e try ,"  in  which " th e  r e l a t i o n  con tem plated  
depends upon a o n e -s id e d  and s u p e r f i c i a l  resem b lan ce ,"  w hereas 
S i le x  S c in t i l l a n s  in c o rp o ra te s  " t ru e  m e tap h y sica l p o e try ,"  in  which 
" th e  i n t e l l e c t u a l  p a r a l l e l ,  o r  th e  re c o n d ite  im age, ex p re sse s  
aw areness o f  a  w orld  in  w hich th e  s e p a ra te  and a p p a re n tly  u n re la te d  
p a r t s  s tr a n g e ly  echo one a n o th e r . . . .  He con tem pla tes  th e  same 
th in g s  , . . b u t ,  w hereas b e fo re  he looked  round f o r  a s u b je c t  th e y
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could  adorn and co n ten ted  h im se lf  w ith  a p a r t i a l  re le v a n c e , th e y  
now appear in  th e  p o e try  as  th e  term s in  which he I s  th in k in g ; 
t h e i r  r e l a t io n  to  th e  s u b je c t  i s  th e r e fo r e  i n t r i c a t e  and r ic h "
(pp . 8 0 -8 1 ).
The v a l i d i t y  o f th e se  g e n e ra l? n a tio n s  i s  d e s tro y ed  by , f o r  ex­
ample, th e  s e c u la r  poems j u s t  c i te d  and by such r e l ig io u s  poems as 
"The T im ber," in  which th e  image of th e  t r e e  p ro je c te d  in  th e  open­
in g  stans,as c e r ta in ly  does l i t t l e  b u t "adorn" th e  ensu ing  d is c u s s io n , 
f o r  i t s  r e l a t io n  to  th e  s u b je c t  i s  s c a rc e ly  s tro n g  enough to  he 
d e sc rib e d  even as " p a r t i a l . "  One m ight n o in t a lso  to  th e  poem be­
g inn ing  "S ure, t h e r e 's  a ty e  of Podyesi" w hich, a lth o u g h  i t  has 
c o n s is te n t ly  re c e iv e d  more fa v o ra b le  n o t ic e  th an  any s e c u la r  poem, 
i s  e x p re s s ly  excluded from t h i s  s e le c t io n  because  i t  i s  an a r t i s t i c  
f a i l u r e .  I t  f a i l s  to  make a s ig n i f i c a n t ,  co h eren t im pression  on th e  
r e a d e r ,  n o t because i t s  p h ilo so p h ic  t h e s i s  i s  obscure  ( f o r ,  th an k s  
to  th e  i n t e r p r e t a t i v e  e f f o r t s  o f  many s c h o la rs ,  i t  i s  r e r d i l y  in ­
t e l l i g i b l e )  , b u t because th e  a u th o r  does n e t  e f f e c t  a c le a r  
r e l a t io n  betw een t h a t  t h e s i s  and th e  poem 's theme—because  th e  in ­
t e l l e c t u a l  elem ent has no f r u i t f u l  re le v a n c e  to  th e  em otional 
e lem en t. E i th e r  t h i s  poem o r  "The Timber" m igh t, th e r e f o r e ,  have 
fu rn is h e d  M rs. B ennett w ith  more s u i ta b le  i l l u s t r a t i o n s  o f V aughan's 
in e p t  u se  o f  th e  m etap h y sica l c o n c e it th a n  th e  poem she chooses, 
and, going f u r th e r ,  she m ight have found in  o th e r  s e c u la r  poems 
v ig o ro u s  e x p re ss io n  o f  th e  aw areness w hich she th in k s  r e s t r i c t e d  
t o  poems (presum ably th e  b e s t  poems) in  S i le x  S c i n t i l l a n s . F in a l ly ,  
th e  "Notes and Commentary" w i l l  c l a r i f y  f o r  th e  re a d e r  e x a c t ly  what
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my a t t i t u d e  i s  to  th e  view s (siipnorted  by T know n o t what im­
p o r ta n t  noems o f  Vaughan) t h a t  h is  s t r u c tu r e  i s  o f " lo o se  te x tu r e ,"  
t h a t  h i s  conscious mind i s  "no t s tro n g  o r  s u b t le ,"  t h a t  h is  poems 
la c k  th e  "d riv e  o f  lo g ic ,"  t h a t  h is  p e rio d s  do no t "shoo t s t r a ig h t  
to  t h e i r  m ark," th a t  he " la ck s  Donne's o r  M arv e ll’s irony" and 
"cannot c l in c h  l ik e  M arv e ll,"  t h a t  he e x ce ls  in  " th e  b r i e f  f l i g h t "  
bu t "has l i t t l e  c a p a c ity  fo r  com pression ," t h a t  he o f te n  la c k s  com­
mand of h is  s u b je c t ,  and (most cu rio u s  o f a l l )  t h a t  " o re c is io n  and 
v a r ie ty  o f su b -su rfac e  im p lic a tio n  . . « i s  r a re  in  Vaughan."
H ere, th e n , we have th e  "dead ly  re p u ta tio n "  which has been com­
p e lle d  upon th e  memory o f Henry Vaughan: an i n t e l l e c t u a l  p oet ("an  
ingen ious p e rso n ,"  h is  con tem poraries c a lle d  h im ), o f s tro n g  
p ass io n  as w e ll as s tro n g  i n t e l l e c t ,  p re sen ted  as  a fu?,ay-minded 
purveyor o f em otional e c s ta s ie s ;  a d e l ib e r a te  and s k i l l f u l  
c ra ftsm an , p re sen te d  as an au tom atic  w r i te r  o f o c c a s io n a l pu rp le  
m assages; a s e lf -c o n sc io u s  a r t i s t ,  p re se n te d  as an i n s p i r a t i o n a l i s t , 
incom petent u n t i l  v i s i t e d  by th e  d iv in e  b re a th ,  and q u ick ly  l e f t  
f o r lo rn  w ith  an asp h y x ia ted  poem; a v a r ie d  and e f f e c t iv e  m e t r i s t ,  
p re se n ted  as m erely f a c i l e  w ith  o c to s y l la b ic s ;  a s e c u la r  p o e t o u t­
s tan d in g  among h is  co n tem p o ra rie s , p re se n ted  as a to le r a b le  v e r s i ­
f i e r ,  a weak im i ta to r  o f Donne; a p o e t o f  complex, r i c h ,  and 
heterogeneous moods, s tr ip p e d  o f h is  v a r i e ty  o f  mundane themes and, 
in  du ty  to  h is  supposedly in t r a n s ig e n t  p re fe re n c e s , p re sen te d  a s  an 
a s c e t ic  p in in g  e x c lu s iv e ly ,  u rg e n tly ,  and in c e s s a n t ly  f o r  th e  ob­
l iv io n  o f d e a th . I t  i s  sm all wonder t h a t  E. L, M a r il la  has in s i s t e d  
t h a t  th e  co n v en tio n a l e s tim a te  o f  Vaughan la c k s  v e r i f i c a t i o n ,  o r
x x v l i i
t h a t  as r e c e n t ly  as  1957 L. C. M artin  short Id  have found i t  neces­
sa ry  to  o b se rv e , in  th e  in tro d u c tio n  to  h is  second e d i t io n ,  th a t  
" th e  v a lu e  o f  V aughan's c o n tr ib u tio n  to  E n g lish  l i t e r a t u r e  has y e t  




Page 2. An Elegy.
The reader Is referred to the comprehensive explication of this 
poem In Marilla, pp. 124-126.
Marilla, p. 12^:
The Influence of Donne is stronger in this poem perhaps 
than In any other in the volume, but even here Donne is 
only an influence. The poem demonstrates considerable ori­
ginality in conception, and though its materials, like those 
of most love poetry of the time, are conventional, the as­
similation of these is distinctly the author's own. And the 
artistic effectiveness of the composition should not be 
disappointing to those who find pleasure in the love poems 
of Suckling, Herrick, Garew, or, for that matter, Jonson.
The quality in this poem which may be attributed to Donne's influ­
ence is the pervasive attitude of independence toward the lady, 
which emprises the basis of the ironic tone. Such an attitude vio­
lated the lover's inferior relation to the lady conventional in the 
poems of Petrarch and his followers, and Donne's well known inde­
pendent expressions appealed strongly to his younger contemporaries 
as part of the Bhlft toward greater sobriety and realism in love 
poetry then taking place. A popular illustration is Carew's 1 In grate- 
full beauty threatned" (Poems, p. 17), to which Vaughan's poem bears 
a strong thematic resemblance; from the artistic comparison invited 
by this resemblance, "An Elegy" emerges as no whit inferior to 
Carew's frequently anthologized piece. It is therefore certain that 
the almost universal disregard of Vaughan's poem 1b Induced by no 
objective critical evaluation.
The greater part of each poem develops the idea (stemming ultimate­
ly from Aristotle's doctrine that poetry depicts an ideal world, not
the real) that the lady's attractions, elaborately described by the 
English Petrarchans, are in fact illusions created by the poet's 
invention. Yet a stock situation of Petrarchan convention is the 
basis of each poem: Carew's is a protest prompted by the lady's proud 
behavior, Vaughan's a complaint over her final rejection of his suit. 
Their departure from this convention lies in their exposure of the 
fictional nature of the lady's charms (albeit stock charms in each 
poem), and in Carew's consequent stem admonition and Vaughan's 
abrupt exclamation of disgust dismissing the lady and the whole 
affair— an exclamation certainly unsoftened from its former use by 
Horace and Martial (see Marilla1s note, p. 126). Vaughan's develop­
ment of his theme is longer and, as a brief reading will reveal to 
even the unpracticed reader, more elaborate and concrete in circum­
stantial detail than Carew's, whose poem exhibits the classical 
features of smoothness and regularity appropriate to an avowed son of 
Ben but is withal abstract and quite cold. These qualities result 
largely from an almost constant co-ordination of the syntactical with 
the metrical unit and from an attenuation of imagery by use of abstract 
terms. Vaughan's poem, by contrast, has a warmth and richness of 
texture stemming from its variety of colorful and concrete images, 
and a youthful vigor and buoyancy which contributes effective force 
to his ironic comment on the lady and is due largely to his frequent 
use of run-on lines and to the startling conclusion. Carew makes 
explicit the contrast between the fiction and the reality of the 
lady's beauty (especially in 11. 3-5. 15-18). and thus exemplifies 
the clear, direct statement advocated by Jonson and characteristic 
of classical verse. Vaughan, like other writers with whom he is
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usually classified, relies heavily upon implication, as Marilla 
points out with reference to the conclusion. The parenthetical "when 
others scorn'd" (l. 7) is his clearest hint of the less impressive 
reality; but when we read that the attractive qualities of the lady's 
breath, cheeks, face, eyes, voice, and skin are all illusory, and so 
realize that the opening rMTls true, I am undone" implies a shrug and 
not a cry, we can neither miss the poet's intention nor avoid seeing 
that he has achieved it with considerable subtlety*
Page 2. FIDAt Or The Country-beauty i to Lysimachus.
The reader is referred to the thorough explanation of this poem in 
Marilla, pp. 317-320*
Hutchinson, p* 88I
Vaughan's severe condemnation of "idle verse" may have led 
him to withhold from the earlier collections "Fida: Or The 
Country-beauty; to lysimachus" /sio7* It is the only one of 
his printed poems that could be thought to consort ill with 
Silex Sclntillans. * . . The poem is prettily composed and, 
partly because the poet allows himself more freedom, it is 
much more alive than his other love-poems.
Marilla, pp. 317-318*
This composition has the distinction of being almost wholly 
unrepresentative of Vaughan's usual poetic manner. It stands 
apart even from most of his love verse by its sheer convention­
ality in theme and lightness of form. Its loose organization 
is achieved by the simplest sort of progression, and there is 
almost no suggestion here of the author's characteristic 
striving for functional structure* The Imagery throughout is 
stereotyped and is made to serve no original purpose. We are 
almost compelled to assume that the poem is one of the 
author's Initial literary attempts and reflects an early 
interest in the light Cavalier vein. It represents, in fact, 
Vaughan's only approach to the naturalism so common among the 
Cavalier group, and he may well have been thinking parbicu~ 
larly of this composition when he contritely asserted in the 
pious preface to Silex Soin-tmanw (1655) that he had sup­
pressed his "greatest fnlliaa."
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For my argument that neither this nor ary of the love poems in 
Thalia Rediviva had been suppressed, see "The Identity of Heniy 
Vaughan's Suppressed Poems," forthcoming in Modern Language Quarterly* 
Though accurate, a description of this poem as conventional, light, 
loosely organized, naturalistic, and lively does not constitute an 
indictment of artistic failure, for it does not deny the poet suc­
cess in achieving his limited purpose of cataloguing a lady's charms. 
Unlike Carew's "The Complement" (Poems, p. 99)* which has the same 
purpose, Vaughan's poem incorporates no fresh twist in its treatment 
of this conventional theme; the imagery, like Carew's, is stereo­
typed, and the principle of organization, as in Carew's poem, is the 
simple but appropriate one of starting at the beginning and going on 
to the end. But although, as Hutchinson observes, the poet "allows 
himself more freedom" than in his other love poems, and although in 
line 17 he Implicitly promises a catalogue "from her forhead to her 
foot," he is restrained enough to stop above the waist; this is the 
chief difference between the catalogues in the two poems. Vaughan's 
is, to use MariHa's word, no more than an approach to the contempo­
rary naturalism, being far removed from the erotic circumstantiality 
of Donne's "Loves Progress" and "Going to Bed" (Poems, pp. 103, 106) 
and Carew's "A Rapture" (Poems, p. 49), and farther still from the 
coarse (might one say, orassT) naturalism of Donne's "The Comparison" 
(Poems, p. 81) and Suckling's "The Deformed Mistress" (Poems, i, 65)* 
Vaughan's naturalism here (eroticism there is none) is of the mildest 
kind, and indeed quite a minor element in the poem. This is not to 
say that the poem is prim and insipid, but that the poet's exuberance 
and enthusiasm find outlet in hyperboles and conceits which are in no
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sense realistically descriptive, and that his sensuous delight 
expresses itself in delicate allusions and a deft use of language 
quite characteristic of Suckling and Herrick at their best. The 
resulting combination of liveliness and restraint represents a 
significant'artistic accomplishment and compels recognition of the 
poem as a praiseworthy individual performance.
The poem exhibits Vaughan's characteristic fondness for use of a 
dramatic technique; it is addressed "£o lysimachus," not to its sub­
ject, and the first paragraph, besides presenting a general estimation 
of the lady whioh will be substantiated in succeeding lines, Implies 
a dramatic situation as motivating the poem. The abrupt opening state­
ment creates a tone of emphatic affirmation sustained throughout, and, 
together with lines 2, 13-16, suggests that the poet has been scepti­
cal of his friend's hyperbolical accounts of Fida's beauty, but that 
now he has seen her he is captivated as completely as is lysimachus, 
and writes to correct his error by means of a detailed affirmation of 
his friend's description. The congruence of this situation with the 
implication in lines 3-6 that Fida fascinates all who see her is 
obvious, as is its appropriateness as a device to introduce and justify 
the subsequent elaborate, enthusiastic, and extravagant portrait. Ey 
its implication that the poet is merely affirming what his friend has 
told him, the introduction invalidates a possible charge that lines 
63-66 are inconsistent with Fida's being lysimachus' mistress, and 
that they consequently represent Vaughan's failure to preserve the 
dramatic framework with whioh he.began. The chief source of pleasure 
in a reading of the poem is Vaughan's handling of language, by which 
the poet's artistry imparts value to his treatment of a stock subject.
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Apt use of assonance is revealed in lines 23-28, where the predomi­
nant e and i sounds create an effect harmonious with the fragility 
of the subject, and in lines 41-^2, whioh convey aurally the sensu­
ous quality of full lips— an effect similar to that achieved in line 
3^ by the alliteration of b and 1. Use of feminine rhyme in lines 
19-20, 53-5^* 57-58 creates an effect of softness quite appropriate 
to the subject, and (like the improvised rhyme 1 ta' ne-Lawn1 in lines 
59-60) complementary to the general effect of spontaneity due mainly 
to the poem's loose organization and rapid movement*
Page 4. The Character, to Etesia.
The reader is referred to the explanatory notes in Marilla, pp.
328-330.
Marilla, p. 328:
The author's real purpose in this poem can escape casual 
observation* From its title and opening paragraph one could 
infer that the composition is intended as a portrait of 
Etesia. So considered it could appear only as a failure, 
since it neither describes even one physical feature of the 
lady nor defines a single attribute of her personality* 
Actually, the poem dramatically represents the author as 
contemplating a "Character" of Etesia and as finally real­
izing that such an achievement is impossible for the simple 
reason that her charms are beyond description. The very 
insistence, throughout, that the speaker is overwhelmed by 
charms which defy description sufficiently defines the poem 
as an ingeniously calculated appeal to one's imagination to 
endow Etesia with such features and characteristics as his 
own conception of perfect feminine loveliness may dictate*
Though couched in the most hyperbolical terms available, the de­
scription of Etesia is, as Marilla points out, entirely allusive. 
The device of suggesting a lady's beauty and grace by describing 
them thus and implying that they excel all powers of detailed de­
piction was quite conventional in Renaissance love poetry, and had
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th e  v a l id  p o e tic  purpose of em phasising and expanding th e  comoliment. 
C o n trib u tin g  to  th e  tra n sm iss io n  o f  Vaughan's e n th u s ia s t ic  mood here 
i s  th e  poem's lo o se , d is c u r s iv e  s t r u c tu r e ,  and th e  smooth, ran id  
e f f e c t  o f  th e  d e f t ly  handled , f re o u e n tly  i r r e g u la r  o c to s y l la b ic s  w ith  
t h e i r  o c ca s io n a l fem inine rhymes. Im nressions o f E te s ia  * s suoerb com­
p lex io n  a re  conveved in  th e  f i r s t  two oaragronhs by p a r a l le l  images 
o f red  and w h ite , b u t in  l in e s  17-18 th e  noet t a c i t l y  abandons h is  
p ro je c te d  a ttem p t to  c h a ra c te r iz e  h e r; th e  r e s t  o f th e  poem i s  a c tu ­
a l l y  an extended ex p lan a tio n  o f t h i s  s u r re n d e r , an e la b o ra te  develop­
ment o f  th e  im p lic a tio n  here  t h a t  she i s  beyond ccm narison w ith  a l l  
e a r th ly  th in g s .  But t h i s  account i s  none th e  l e s s  co n v en tio n a lly  
h y p e rb o lic a l, and rem ains, as th e  concluding  l in e s  s u f f i c i e n t ly  in d i ­
c a te ,  on t h : s  s id e  id o la t r y .  Only a g ross  confusion  o f  image and id ea  
can account fo r  Mr. S. T_. B e th e l l 's  b e l i e f  (The C u ltu ra l R ev o lu tio n , 
o . 128) t h a t  th e  noem ex p resses  "a v i r t u a l  ad o ra tio n  o f th e  lad y  as 
no t m erely  re p re s e n tin g  b u t r e a l ly  p a r t ic ip a t in g  in  th e  d iv in e  g lo ry "— 
i f  by t h i s  he means t h a t  th e  noem a t t r i b u t e s  to  E te s ia  a g re a te r  
degree o f such p a r t ic ip a t io n  than  was a t t r ib u te d  to  a l l  men by th e  
orthodox C h r is t ia n  view ; and a p p a re n tly  he does mean t h i s ,  f o r  in  th e  
same p la ce  he im p l ic i t ly  advances t h e i r  p o ssessio n  o f t h i s  q u a l i ty  as 
th e  reason  f o r  Vaughan's supposed su p p ressio n  o f  th e  E te s ia  poems.
The m etanhor o f a s t a r  ( l .  19) had been co n v en tio n a l s in c e  P e tra rc h  
named h is  m is tre s s  L aura, and does n o t,  as Mr. B e th e l!  su g g e s ts , 
l i t e r a l l y  id e n t i f y  E te s ia  w ith  th e  c e l e s t i a l  w orld; i t  m erely se rv es  
to  p r o je c t  th e  p o e t 's  exaggerated  concep tion  o f h er s u p e r io r i ty  to  
him as  a d ev ice  f o r  ju s t i f y in g  th e  f a c t  t h a t  he f in d s  h e r  u n a t ta in a b le .
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The image of the sun (ll. 29-30) is easily recognizable as a simile, 
and the concept of the microcosm (11. 25-27) was by the early seven­
teenth century a thoroughly assimilated portion of orthodox Christian 
thought; so too was the conception of the soul as a divine spark 
(l. 29), being a Neo-Platonic parallel of the basic Christian doctrine 
that man was created in the image of God. This doctrine is itself 
explicitly presented in lines 43-*+8, whioh clearly enough identify 
Etesia as an ordinaiy mortal, while vigorously expressing the lover's 
intense devotion and emphatically concluding his persistently exagger­
ated estimate of her beauty.
11. 1-4. Go catch . . .  without mudd. There is considerable simi­
larity of tone, and the exotic errands described here may well have 
been suggested to Vaughan by Donne, "Song," 11. 1-4 (Poems, p. 8):
Goe, and catche a falling starre.
Get with child a mandrake roote,
Tell me, where all past yeares are.
Or who cleft the Divels foot.
1. 18. dull Resemblances. Basic here is the Platonic theory of Ideas 
or Forms, according to which all earthly things are but inferior 
copies of immaterial archetypes. It suits the poet's purpose to sug­
gest here that Etesia's complexion comprises the Forms of red and 
white which "Pure Milk1 and "Carnations" weakly imitate.
1. 31* nobler influence. Marilla, p. 330: "I. e.. influence nobler 
than the 'sense' of line 32." The construction also permits a refer­
ence to "the Sun" of line 30— i. e., nobler influence than that of the
sun. The obvious exaggeration is in accordance with the poet's per­
sistently hyperbolical mood.
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1. 44. Idolatry. The use made here of this term implies by itself 
the poet's awareness of a superior duty to worship God.
1. 46. thy life shews tha way- This statement reveals clearly
that the poet's worship of Etesia does not conflict with his worship 
of God, hut is actually conducive to it; the concept is implicit in 
"The World." 11. 13-15 (see note, below).
11. 43-48. 0 thou art such • . • here in thee. This passage clearly 
indicates the author's observance of his superior duty to worship God, 
while declaring that he would neglect this duty for "a while" and 
worship Etesia if the two were (as line 46 asserts they are not) in 
conflict for his allegiance. The pervasive tone of the composition will 
readily fortify the alert reader against treating this declaration with 
any more seriousness than he treats other extravagant assertions in 
Renaissance love poetry.
11. 19-48. Thou art the dark . . .  Image here in thee. Bethell, on. 
pit.. pp. 128-130;
Vaughan . . . /uses/ the octosyllabic couplets which, in 
common with other seventeenth-century poets, he usually 
managed so well. The peculiar but indefinable Caroline 
cadence, extolled by Saintsbury, makes Itself felt at im­
portant moments. . . .  The neat, epigrammatic lines have 
more than an undertone of deep feeling; this is true meta­
physical poetry, where intellect and passion fuse. "The 
dark worlds Horning-star," "the glories of tty face," 
though simply worded, are in the grand manner, yet there 
is an easy transition to the (highly serious) wit of the 
conclusion.
Page 5* T£ Etesia parted from him, and loniring back. 
See Harilla's notes, p. 332.
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Marilla, p. 332*
Although this composition, like many another love poem 
of the time, is simple in design, it manifests notable 
achievement within the limits of its purpose. Its brevity 
considered, it is remarkable for its vigor of tone and 
intensity of idea. And in various structural details, 
including use of the dramatic element and paradox, it 
readily foreshadows the author's later poetic accomplish­
ments •
The poem incorporates the conventional Petrarchan theme of love's 
contrarieties, which continued to appeal to writers of Vaughan's 
time because of its obvious provision of opportunity for indulgence 
in ingenious paradoxes. Vaughan's treatment of it is distinguished 
by its embodiment in the framework of a dramatic situation indicated 
by the title, the theme being clearly united to that situation by the 
reference of "That look she lent" (l. 13) to the title's "Etesia . • . 
looking back." The element of paradox is neither merely conventional 
nor irrelevantly witty, but is a poetic means of exemplifying con­
cretely the conflict, the mixture of pleasure and pain, inherent in 
the poem's situation. The quite serious tone stems partly from the 
comparison of love's mode of operation to that of Providence (11. 3-4), 
and a serious purpose underlies Vaughan's refusal to make the poem an 
ingenious tour de force by multiplying ever more daring paradoxes; 
instead, it is terse, emphatic, exclamatory, achieving intensity by 
economy and concreteness and by a logical compression resulting from 
concentration on the wounding-healing motif. Although most prominent 
in lines 1-2, 11-14, this motif is diffused throughout the poem by 
such references as "shoots" (1. 5)» "Quiver" (l. ?), "Arrows" (l. 8), 
"destroy" (1* 10); in fact, everything in the poem is related directly 
either to this idea or to the concept of the subtlety of love's 
operation, both being introduced in the twin exclamations of line 1.
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The poet's emphasis on wounding rather than on healing exemplifies 
his enrichment of the conventional theme tor combining it with a 
dramatic situation and his definition of the poem's meaning through 
subtle suggestion and studied ambiguity* Nothing in the poem really 
invalidates its interpretation as a conventional complaint of un­
requited love* and doubtless such an interpretation corresponds 
partly to Vaughan's intention. But an element of ambiguity is intro­
duced in the two final lines* which* pointing to the title, stress 
the lady'8 sympathy with her lover and thus imply that his pangs are 
induced by an enforced parting from her and that she shares both his 
passion and his pain— the latter suggestion being intensified by the 
exquisite description of her "charming grief" in the Latin poem which 
immediately follows this* "In Etesiam lachrymantem" (Marilla, p. 9*0•
1. 5. Bethell, op. cit.. p. 130:
The fifth line . . . has all the characteristics of Vaughan's 
maturity: the emotive use of language to convey experience quali­
tatively rather than by objective definition; his use of alliter­
ation ("strange silence .shoots") and assonance ("shoots-through")* 
very probably related to the technical practices of Welsh verse.
Page 5* Etesia absent.
The reader is referred to Marilla's notes, pp. 333-33^*
The general disregard of this poem by commentators and anthologists 
is truly remarkable* because examination reveals it to be superior to 
the much anthologized "To Amo ret gone from him" as well as to much of 
the best work of Vaughan's contemporaries. Indeed, its artistic quali­
ties are those of the best religious verse: unified tone, logical com­
pression, rhetorical reinforcement of meaning, functional organization, 
and gradual evolvement of theme through subtle exploitation of imag-
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istic contrast and analogy. The basic situation is indicated by the 
title and lines 17-22, the poem being an attempt to convey concretely 
and qualitatively the experience of that situation; in so doing, the 
author conveys as well a good deal about the nature of love. Although 
its theme is the conventional one of frustrated passion, the poem is 
markedly free from unnecessary exercise of ingenuity by Indulgence in 
extraneous fancies or inconsequential word-play. Its serious tone 
(like that of the preceding poem) results from its emphatic, compact 
statement and the author's use of philosophic and religious ooncepts.
The theme is developed by means of a series of contrasts between 
primary images of life and death which constantly accumulate fresh 
meanings through juxtaposition and cross-reference. A mystique of 
love is implied by the opening exclamation, which, invoking the 
doctrine of the immanence of divine love in the universe, suggests, 
through an implicit macrooosm-microcosm analogy, a conception of human 
love as resembling and actually incorporating cosmic spiritual forces. 
The second exclamation, continuing the analogy, states a logical conse­
quence of the preceding proposition, and, juxtaposing to life the 
contrast of death, completes the initial definition of theme in re­
lation to the dramatic situation and reinforces that relation with 
the verbal echo "absent-abscnce." Implicit in lines 2-4- is the doctrine 
of Resurrection, which has invalidated actual physical death and con­
verted it into an "Inlarg'd" life. This logical reversal modifies the 
meaning of "death1 in line 1; actual death is not "a sad death," and 
therefore that term must allude figuratively to the state of the indi­
vidual who, through the absence of his beloved, is depleted by his 
alienation from the cosmic forces of which human love is an aspect.
7^
The poem's initial exclamation also is modified by this proposition; 
for, if the death resulting from love's absence does not denote ordi­
nary death (as it does frequently in a conventional Petrarchan com­
plaint— see, for instance, "To Amoret. The Sigh"), then the life with 
which love is equated cannot be ordinary life— Vaughan's use of capi­
talization being a further suggestion that he intends this word in a 
special sense.
The suggestions in these lines are developed further in lines 4-6, 
in which the ordinary condition of life is imaged by "dull returns/ 
And narrow Circles" of "Pulse and Air." which "the Soul mourns.n As 
Marilla points out, this passage signifies "the insufficiency of the 
temporal life" and "the Neo-Platonic idea that the soul is Imprisoned 
in the body and seeks constantly to escape the 'tyranny of clay"1 
(p. 33*0* These privative physical images of life cannot denote "the 
Worlds Life" implicitly extolled before, but must correspond to "a 
sad death," which signifies a death-in-life— this suggestion being 
reinforced by the echo of "sad" in “scant," "dull," and "mourns." 
Furthermore, conflict between the physical and the spiritual life is 
not a new element but a consolidation of elements already present.
The forces denoted by the doctrine of the immanence of divine love 
were of course spiritual forces, and no Christian could fail to recog­
nize in "to live/lnlarg'd" a reference to spiritual life; "Soul" in 
line 6 points to spiritual references in lines 1, 3-4, and so con­
tributes toward the gradual "proof" of the identification of love 
with spiritual life dramatically asserted in the poem's cryptic open­
ing. Reinforcement of this identification is provided also by the 
fact that the condition which the soul mourns is the state of alien­
ation from sources of spiritual vitality ("the Worlds Life"), and by 
the contrast of "scant" and "narrow" (which describe that state) with 
"Inlarg'd*" The subtle definition of theme here is further assisted 
by an implied analogy between the soul's mourning its death-in-life 
and the lover's mourning the death-in-life occasioned by his beloved's 
absence. This is more than analogy (and hence more than hyperbole), 
for, according to the conception of love as an aspect of a divine 
power, the aim of the lover seeking reunion with his beloved is 
essentially the same as that of the soul seeking the enlarged spirit­
ual life attainable also through death and resurrection*
All of the elements of the first paragraph are taken up again and 
developed fully in the second. The lover's "dead alive" state, identi­
fied in line 7 and imaged in lines 7-12, is contrasted explicitly with 
vital spiritual life by the "But" of line ?♦ The former suggestion of 
a seeking for such life is exemplified by the antitheses in lines 
8-10, in each of whioh the first term suggests the goal of desire and 
the second denotes the lover's actual condition* The logical antithesis 
inherent in the theme is reflected and reinforced by this antithetical 
structure, the tension between desire and reality being most strongly 
felt here because of the poet's violent juxtaposition of contrasting 
ideas and his apt use of intensives and connectives to emphasize the 
conflict. There is a gradual rise of tension with each line, as each 
opening phrase denotes a progressively closer degree of attachment, 
and, consequently, eaah antithetical phrase posits a more severe vio­
lation of that attachment and hence a more intense conflict. The effect 
of rising tension here results also from the periodic structure of the 
sentence, which holds in suspension until lines 11-12 the most force-
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ful images of the poet's condition. Distribution of metrical stress 
emphasizes the harsh-sounding key words, and, combined with repe­
tition of the connective, creates an impression of rhythmically 
swinging blows which of course fall, like the final stress, on the 
lover's "Heart."
In lines 1-12, the contrasted states of life and death are described 
statically, apart, reflecting the separation of the lovers; but in 
lines 13-22 there is suggested a movement from death toward life, 
reflecting an anticipated movement of the lovers toward eventual re­
union, and imaged by the movement of soul and body toward a reunion 
at the Resurrection which will, end the separation that was death to 
them as it was to the lovers. In this analogy between the separated 
lovers awaiting reunion-resurrection and the separated soul and body 
awaiting reunion-resurrection, the formerly suggested analogies 
between love and spiritual life, absence and death, the seeking lover 
and the seeking soul, are all interwoven and made to function as a 
unity. Conceptual parallels are recalled by means of verbal echoes, 
so that the unity of idea in the whole poem is reflected and rein­
forced by its unity of imagery. "Body" (l. 13) recalls the physical 
imagery of the lover's dead-alive state, and "Soul" (U. 13, 20), 
the references to spiritual life associated with love. "Separate"
(l. 1*0 and “from" (11. 19-20) recall the oft-repeated idea of ab­
sence, and "Reunion" (l. 16) makes explicit the implied antithesis 
of that idea; "live" and “life" (11. 15, 20) hark back to the same 
terms in lines 1, 3. The "hours and minutes" which the lovers must 
endure obviously correspond to the 1 slow-pac'd seasons" through 
which soul and body must wait; by their dragging effect (another
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good example of Vaughan's use of language to convey the quality of 
experience), lines 17-18 echo "lingring" (l. 11) and reinforce the 
theme of spiritual deprivation and struggle prominently stressed in 
lines 4-12.
11, 2-4, to lose . . .  Inlarg'd, This allusion to resurrection 
anticipates the explicit analogical use of the doctrine in lines 
13-16.
11, 19-20. I look . . .  life and light. The expression is highly 
compressed: "I look for thee, and, absent from thy sight, as though 
from my soul, I look for life and light."
11. 19-22. I look • . . will not see. The consistent use here of 
images of visual perception is based on the idea (conventional in 
contemporary love poetry) that the lady's eyes were a principal 
source of her amorous influence, and on the traditional concept that 
the eyes are the windows of the soul. The concluding line implies 
both the lover's disregard of other women and his spiritual "blind­
ness."
Page 6, A RhapBodis.
See Marilla's thorough explication of this poem (pp. 126-135)*
Hutchinson, p. 43:
Vaughan's preoccupation with political events is clearly 
seen in the longest original poem in his first collection 
of versa. Besides the importance of "A Rhapsodis. Occasion­
ally written upon a meeting with some of his friends at the 
Globe Taveme" for the light it throws on Vaughan's liter­
ary associations and ambitions, it witnesses also to his 
excited political feeling. . . . The poet proposes three 
toasts, none of them literary as one might have expected in 
a company which resembles that of the "sons of Ben," but all
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of them highly political, though couched in the safe 
obscurity of Roman history*
Marilla, p. 126:
On its surface this poem is just what its title labels 
it as being, but its very discursiveness is highly sig­
nificant* The composition is not merely about drinking: 
it represents, in fact, an attempt to catch in imagery 
and rhythm the progressive effects of "royall, witty 
Sacke" and thus to dramatize the act of losing one's 
cares in a traditional alcoholic way* We have only to ob­
serve the swirling succession of attitudes that charac­
terize the speaker as his drinking proceeds* Mildly 
stimulated imaginative processes are reflected in his 
opening commentary on the painted scene; soon his mood 
changes from increasing whimsicality to wistful medi­
tation; then to irrational disgust, to boisterous sat­
ire, to blissful rationalization, and, finally,to 
dreamy delusion. And throughout, let us observe, the 
various moods are carefully reinforced with appropri­
ate rhythmic effects*
The artistic success of the poem lies chiefly, as Marilla indicates, 
in its brilliant dramatization of a mood of progressive intoxication* 
In addition to unifying the poem, this pervasive theme has the func­
tion of implying the poet's attitude toward women (see Marilla, 
p. 127), and of conveying more explicitly the sentiments of a staunch 
Royalist toward the current republicanism* The poem's seriousness of 
purpose as political satire should not be underestimated because it 
appears on the surface to be a resourceful exercise on conventional 
estimates of the relationship between wine and poetic inspiration; 
the embodiment of political satire in such a context is in fact paral­
lel to the cryptic and oblique nature of the political allusions as 
a device for protecting the expression of dangerous opinions. The 
projection in paragraphs 1-3 of a progressively violent and extrava­
gant mood (objectified in the fourth paragraph's description of 
London's turbulent streets) has the effect of creating an appropri­
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ately disordered setting whioh justifies and reinforces the ex­
pression of political defiance through the violent incongruities of 
paragraphs 5-7. The expression of a topsy-turvy philosophy in the 
two final paragraphs similarly assists the theme of political contra­
riness while carrying to its inevitable conclusion the dramatic situ­
ation of the poem. Lines 1, 18, 27-28, and 41 all contain details 
which assist the definition of disorder by embodying reversals of 
logical or expected situations; a larger contribution to the general 
effect is made by the juxtaposition of the idyllic atmosphere of the 
painted scene (conveyed particularly by lines 10-14, 19-24) to the 
poet's violent mood in contemplating it.
The scope of this opposition is extended fay paragraph 4, which 
carries the theme of turbulence from the world of thought to the world 
of action and thus provides a transition to the poet's following 
criticism of outstanding contemporary phenomena of that world. Sig­
nificant evidence of a basic coherence of structure is provided not 
only fay this rhetorically effective progression from the world of art 
to the world of thought to the world of action, but by the indications 
in lines 10, 15, 19. and 25 of a progression from evening to night in 
preparation for the night-scene described in paragraph 4— Vaughan's 
choice of time here having an obvious symbolic significance which 
reinforces prevailing suggestions of chaos in both public and private 
domains. Much of the poem's impressive impact is due to the author's 
free handling of the decasyllabic couplet in using frequent run-on 
lines which diminish the effect of rhyme and lend the verse a power 
and range characteristic of blank verse. Notable, too, is the versa­
tility revealed in Vaughan's achievement of varied effects by
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a p p ro p ria te  m an ip u la tio n  o f  sound, im agery, and rhythm : fo r  example, 
th e  smooth flow  of l in e s  11-13; th e  d e l ic a te  music o f  l in e s  19-22 , 
rem in isce n t o f  Spenser and th e  M ilton  o f L 1 A llegro  and (as  M a rilla  
su g g ests )  o f  K eats; th e  b o is te ro u s  clamor o f l in e s  3 5 -^ >  r e s u l t in g  
from a ra p id  accum ulation o f v a r ie d  co n cre te  d e t a i l s . a predominance 
o f m o n o sy llab les , and a f re q u e n t t ro c h a ic  b e a t .
11. 35-^0* Should we goe . . . & th e  S tra n d . M aren-Sofie R ^stv ig , 
The Haony Man, I  (O slo: Akademisk F o rla g , 195*0 , p . 268: "Like 
H abingtcn, Vaughan a s so c ia te d  h is  grove /"Upon th e  P r io r ie  G ro v e // 
w ith  innc-cence and ch as te  lo v e . C onversely, he a t t r ib u te d  v ic e  ar.d 
c o rru p tio n  to  town l i f e .  1A R hapscd is ' condemns London in  ever 
s tro n g e r  term s than  Denham's Coouer1s H i l l ."
11. 35-*^. Should we goe . . . & th e  hackny w h ee ls . J ,  P. L e ish ran , 
The M etaphysical P o e ts : Donne, H e rb e r t , Vaughan, T raherne (O xford: At 
th e  Clarendon P re ss , 193*0, p . 1^7: "The . , . d e s c r ip t io n  o f London 
a t  n ig h t i s  adm irab le , and rem in iscen t o f Donne in  h is  r e a l i s t i c  
v e in ,"  E, C. P e t t e t ,  Of Parndt.se and L ig h t , p .  1.91, quotes t h i s  
massage in  o rd e r " to  remind no th a t  th e re  a re  good th in g s  to  be 
found in  Poems ar.d O lor T scanus," and, d e sc rib in g  i t  as a passage 
"which m ight alm ost be something o u t o f Dryden," uses i t  as an i l l u s ­
t r a t i o n  o f "a s t r a in  o f p o e try  t h a t  may perhaps be described, as rh e­
t o r i c a l — o b je c t iv e ,  o b se rv a tio n a l w r i t in g  t h a t  i s  u s u a lly  d ire c te d  
tow ards everyday and s o c ia l  l i f e ,  t h a t  i s  e x p l i c i t  in  s ta tem e n t, 
v ig o ro u s (and sometimes v io le n t )  in  to n e , c o l lo q u ia l ,  humorous, ar.d 
o f te n  g e n e ra lly  s a t i r i c a l . "
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Page 7* To Lysimachus, the Author being with him In London* 
For a comprehensive explication of this poem, see Marilla, pp. 
29^299.
Marilla, p. 29^ -t
One person's guess at the identity of "Lysimachus" is 
as good as another's. If we accept quite literally the 
fact that the poem is addressed to a friend, we must 
suppose that the author deliberately concealed the 
friend's identity. The most likely reason for his doing 
so would be, I believe, that he wished to take full re­
sponsibility himself for the social criticism in the 
poem. But it is more likely that "lysimachus" is a whol­
ly imaginative creation. Such a device would provide 
"justification" for the author's expression of his feel­
ings and, moreover, would tend to objectify his attitude.
In this view, the poem becomes a dramatization of the 
author's reflection on the absurd pretentiousness of 
London "Gallants'1 and a retaliatory assertion of his own 
capacity for a richer life of the imagination.
Although the interest of this poem lies initially in its social 
satire, the element most important thematically is not the criticism 
of the gallants' absurd costumes and behavior but the contrasting 
description of the serious Christian's intellectual interests and 
activities. The poem's purpose is to affirm the traditional Chris­
tian theme of the vanity of worldly satisfactions in comparison to 
the lasting value of spiritual enlightenment; it achieves this pur­
pose by means of a sharp contrast between self-indulgent men of the 
world (exemplifying specifically the sins of Pride and Vainglory) 
and the disciplined Christian. The theme of an enlightenment 
achieved through intellectual discipline might seen introduced only 
to justify the foregoing social criticism and to explain the point of 
view from which it is made. But that purpose is achieved initially by 
the reference in lines 2-3 to the friends' "simplicity," and the con­
clusion expressly emphasises the traditional theme, while the reference
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to sins in line 30 dearly indicates that the poem is concerned 
finally not with a mere social criticism but with a moral criticism.
So the order appears to be the other way around: the ridicule of the 
London fops is intended to introduce the praise of spiritual life by 
presenting the contrast of worldliness. Thus the poem's structure 
reveals Vaughan's characteristic implementation of suspense to empha­
size the theme: the first paragraph presents images of worldly vanity 
in a ridiculous light* the second projects the contrast of spiritu­
ality (compounding the previous derisive tone by clear indications of 
the latter's superiority), and the conclusion brings out the theme by 
emphasizing and universalizing the formerly defined contrast.
The poem exemplifies Vaughan's characteristically forceful and fluid 
yet precise handling of the decasyllabic couplet— the measure most 
fitted to the direct statement appropriate to this comparatively 
simple theme. Frequent run-on lines lessen the Impact of rhyme and 
endow the poem with a freedom and power resembling that of blank verse* 
and yet closed couplets occur often enough to give the satire bite. 
Typical, too, is the use of a dramatic situation to lend the theme 
force by suggesting reality; this situation is maintained consistently, 
the dramatic quality achieved by the opening line being made to pervade 
the poem by means of the repetition of rhetorical questions (having 
the effect of exclamations) to introduce each Important detail in 
lines 1-28. The prevalence of this device for seouring emphasis may 
be observed by noting that questions are begun (usually by "how" or 
"what") in lines 1, 5» 9* 131 19t 21, and 25* Notable, too, in the 
first paragraph, is the variety of concrete and precise detail and 
the skilfully maintained tone of conversational mockery.
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In the second paragraph, the thematic opposition of sinfulness and 
spirituality is exemplified by means of opposing images of darkness 
and light, the contrast of religious discipline to worldly indulgence 
being reinforced by that of 1 thrift” and “careful" (11. 31, 3k) to 
"profuse" (1. 29). The reference to "the false world's glories" in 
line 39 has the effect of universalizing the contrast between the 
fops and "lysimachus," of presenting it as an emblem of a contrast 
between the temporal world of phenomenal appearance and the eternal 
world of spiritual reality symbolized in the second paragraph by the 
stars. The formerly emphasized idea of the latter world's superiority 
is reinforced in the conclusion by the simple paradoxes of linas 3d 
and k2, By the concurrent stress on the superiority of the individual 
who conscientiously seeks knowledge of God (in the Renaissance 
Christian view, the highest activity of man), the original assumption 
of the superiority of natural simplicity to artificial sophistication 
is transformed into an affirmation of the true end of life strictly 
harmonious with Christian doctrine and the serious philosophic thought 
of Vaughan's day.
Page 8. To Amoret. The Sigh.
For a full explanation of this poem, see Marilla, pp. 115-116. 
Marilla, p. 115*
Even this slight poem manifests the same kind of organic 
unity that is to be observed in most of Vaughan's compo­
sitions. Suspense is achieved at the beginning of the poem, 
and the argument progresses steadily until the conclusion 
is reached in the last line. True, the concepts, as well as 
the Imagery, are conventional, but they are skillfully 
integrated in a meaningful synthesis.
Just critical treatment of this poem need be little more (and can
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be no less) than a substantiation of Marilla1s assessment. The pur­
pose of the suspenseful design is, of eourse, to emphasize the con­
cluding paradox which is the poem's main burden. The structural 
devices by which Vaughan achieves suspense and a gradual evolvement 
of theme exemplify his skillful control of the techniques of poetic 
composition. The poem progresses in three stages, each comprising a 
sentence and corresponding respectively to stanzas 1, 2, 3-4. The 
basic pattern of each is the samet an instruction to the sigh, fol­
lowed by the message to be delivered ("Tell . . .  that • .
While preserving this basic pattern, each sentence varies in other 
structural details, and contributes differently toward the steady 
progression. Functionally significant variation is found also in the 
rhyme scheme: the first stanza's abaab becomes abbab in the second, 
a simply alternating scheme in the third, and returns to its original 
form in the last stanza, which climaxes the theme and resolves the 
tensions previously developed.
In the first stanza, the element of suspense is slight, in accord­
ance with the slightness of the announcement which the sigh must 
make; the message is delayed after the instruction by a two-line 
modifier of "Agorot" which, together with the message itself, sug­
gests the poem's basic situation— cruel lady and miserable lover.
These suggestions are made more explicit by the term "my lovely 
foe" (l. 6); in this stanza, the message immediately follows the 
instruction, but is longer and more elaborate than before, and, by 
its anticipation of the poet's death (l. 9). represents a further 
development of the theme. In the third sentence, the suspense is 
proportionately greater, for here the theme evolves fully to its para­
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doxical climax, and the instruction and the message each occupy a 
separate stanza. The several modifiers in stanza 3 develop further 
the theme of the lover's misery, thus preparing for the conclusion 
and heightening its eventual impact by delaying it; this periodic 
structure is continued in stanza k, where its effect is enhanced by 
repetition of the conditional: "if my Amoret, if she . . . •" Here 
the impressions of the lady's cruelty and the lover's misery, which 
have evolved gradually through the preceding stanzas, are expressed 
in their most explicit form ("her beauty murther'd mee"), and are 
further intensified by the paradox which suddenly converts the poem's 
purported theme into hyperbolical compliment.
Page 9- To Amoret, Walking in a Starry Evening.
The reader will find a thorough explication of this poem in Marilla, 
pp. 119-121.
Marilla, p. 119*
The author's sole purpose in this composition is to 
achieve an emphatic pronouncement of a suitor's affec­
tion, and of course the artistic merit of the poem is
to be reckoned in terms of its accomplishment within
its limited undertaking. It is perhaps not one of the 
most skillful of the secular poems, but it nevertheless 
represents an organic entity and exemplifies many of 
the structural features that characterize the author's 
most admired pieces.
At first glance, this poem may seem to comprise two distinct themes*
the first (embodied in stanzas 1-2), hyperbolical compliment to the
lady's beauty; the second, affirmation of a spiritual affinity in 
love. Structurally, the poem is divisible into two equal and parallel 
parts, in each of which the poet draws a different conclusion from 
essentially the same hypothesis. Elaborately expounded in the first
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stanza, and a consequence drawn from it in the second, this hypothesis 
is restated (with the substitution of "face" for "Bye") in lines 
1^-15. and a second consequence drawn in lines 16-18 and justified 
in the last stanza. Not only is the same hypothesis the basis of the 
argument in each part, but the conclusions are complementary; there­
fore the parts are not disparate, but represent steps in the develop­
ment of a single theme, this thematic unity being supported by unity 
of concept and imagery and by the parallel structure. The slow, ir­
regularly inhibited movement of the lines, which aptly reflects the 
pattern of deliberative thought, results mainly from Vaughan's con­
stant insertion of modifiers between a subject and its verb and be­
tween a verb and its subordinate clause, but is supported also by 
the close punctuation. This structure is most marked in the final 
stanza, where it serves the additional purpose of creating a suspense 
which emphasizes the pith of the poem's thane conveyed in the con­
cluding assertion.
The poem differs from the usual poetry of compliment in that it 
pays no attention to the lady’s physical attractions. Its thematic 
emphasis on the ethereal nature of love is reinforced by the pre­
vailing tone of sober reflection and by the diction, which is either 
abstract or suggestive of space and light* Characteristically, there 
is a gradual development of theme as the argument progresses steadi­
ly toward its conclusion in the last stanza. The hypothetical identi­
fication of the lady's eye (or face) with a star, on which the argu­
ment in both parts is based, obviously emphasizes the spiritual 
aspects of love, for it involves the popular Renaissance analogy 
between the operation of amorous influence (supposed to stem from the 
lady's qyes) and that of celestial influence on earthly creatures*
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In a sense, the poem's purpose Is to demonstrate the fitness of 
this analogy to the relationship of these particular lovers. The 
majesty of the lady's eye is magnified in stanza 2 in preparation 
for the following implied assertion of the effectiveness of her 
influence* This influence is suggested hy the words "guide" and 
"sway," which anticipate the explicit identification of an irrefra­
gable bond by the "predestin'd sympathie" of line 18* The last 
stanza explicitly defines the relationship of the lovers in terms 
of these previously developed implications of the central image.
Page 10* To Amoret gone from him.
See Marilla's full explanation of this poem (pp. 122-123)* 
Marilla, p. 122:
Although commentators have repeatedly referred to this 
poem as a commentary on the author's interest in nature, 
it is not a nature poem in the ordinary sense of the 
term, and accordingly, it provides little insight into 
Vaughan's individual responses to natural scenery* Practi­
cally every detail in the scene depicted here is highly 
conventional, as is also the dreamy tone of the descrip­
tion. The nature imagery, which has hitherto been regarded 
as the element of primary importance in the poem, is only 
a. framework through which the author subtly weaves a 
"philosophic" thesis. • • • the author dramatizes the idea 
that essentially the same mutual attraction exists among 
the objects of the inanimate world /as between lovers/ 
and thereby he constructs, in true metaphysical fashion* 
an ingenious parallel that provides "philosophic" support 
for his argument.
This poem has long been a favorite with anthologists, probably 
because it has been mistaken (as Marilla points out) for an early 
example of an interest in nature supposedly characteristic of Silex 
Scintillans. Although by no means Vaughan's best secular piece, it
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exemplifies his usual skill in developing a theme progressively 
and in employing suspense to emphasize the conclusion. The poem 1b 
unified, projecting its single theme by means of two parallel analo­
gies from nature, and the author obtains coherence by observing the 
good Aristotelian principle that a composition should have a 
beginning, a middle, and an end. He utilizes two dramatic situations, 
for the poem is purportedly an account to the absent Amoret of what 
passed between "Fancy” and the poet when they walked "last Evening" 
and talked of her. The description of natural phenomena which 
occupies the middle of the poem (11. 6-18) is projected into the 
situation with Fancy depicted in the beginning (11. 1-6), in which 
the scene for the observations is set. The language throughout 
lines 1-18 incorporates the conventional conceits appropriate to a 
conversation with Fancy, end clear cross-references to the basic 
situation and to the poem's theme are provided by use of the terms 
"absence" and "absent friends” (11. 6, 17). Like the beginning, the 
end is clearly marked, the shift from image to theme being rein­
forced by a shift to the situation between the poet and Amoret, as 
he addresses her directly in applying to the lovers' relationship 
the principle exemplified by the natural phenomena previously de­
scribed. The element of suspense resulting from these broad features 
of the poem's construction is aptly intensified here by the periodic 
structure of the concluding sentence, the conclusion of the poet's 
argument being further emphasized by his repetition of "why" in 
the last line.
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Page 10. A Song to Amoret.
The reader is referred to Marilla's explanatory notes (pp. 123-124).
Marilla, p. 123:
This poem is quite simple in design and has little 
of the subtlety of expression and idea that is charac­
teristic of Vaughan's poetry. For that very reason the 
composition is an unusually convenient demonstration 
of fundamental features of his customary craftsmanship.
In this poem suspense is rigidly maintained throughout 
the first three stanzas. The fourth brings out the 
argument, and the fifth emphasizes it. The sixth, and 
last, stanza explains and justifies the attitude which 
the poem has projected. These same details of structure, 
often obscured in complex implication and intricate 
concepts, are nevertheless basic elements in practical­
ity every poem Vaughan wrote.
If Carew's "Ask me no more" and Lovelace's "To Lucasta. Going to 
the Wars" and "To Althea. From Prison" are to be counted among the 
foremost of seventeenth-century lyrics, so is this poem by Vaughan. 
It exemplifies as well as they the robust music in which the Cava­
liers combined a spontaneous impulse to song with the precision 
and symmetry achieved by Jonson's imposition of classical precept 
on the most delicate and unruly of the Muses. Quite simple and obvi­
ous in meaning (except for the philosophic implication of the last 
stanza), it aptly blends gallantry and Stoicism in a sober state­
ment of sincere affection. Its emotional repose is matched and sup­
ported by its balanced structure and by the smooth progression of 
thought; each stanza is a self-contained, polished unit which con­
tributes a single additional factor to the steady evolvement of 
theme. The poem's incisive quality results also from Vaughan's deft 
handling of the simple verse-pattern, his economy of language, and 
his use of precise, forceful Images. In form and execution, the
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poem Immediately foreshadows the accomplishment of "They are all 
gone into the world of light!1
11* 17-24* Fortune and beauty • • • This endles holy fire, . 
Bethell, The Cultural Revolution, p. 128, quotes these two stanzas 
and speaks of their "finely controlled simplicity." I do not think 
he meant to imply that the same quality is not exhibited by the 
first four.
Page 11. To Amoret weeping.
See Marilla's comprehensive explication of this poem (pp. 139-147).
Marilla, pp. 139-140:
The poem provides an interesting commentary on the 
author*8 intellectual and spiritual development at this 
time. It has apparently escaped the notice of scholars 
that the author here manifests serious interest in 
practically every subject that ever occupied his poetic 
attention, late or soon* . . .  Notwithstanding the 
great diversity of its ideas, the poem is not dis­
cursive. Although it is without the organic intensity 
that many of Vaughan's poems have, it is unified by a 
basic theme that remains always in view despite the 
various digressions, each of which, in fact, is made to 
serve as an integral element.
Professor Marilla's thorough treatment of this poem leaves very 
little for a later commentator to discuss except its rhetorical 
technique, which is, significantly, quite adequate to the serious 
thought and mood. Of prime importance here is the implied dramatic 
situation, whioh serves to unify the development of theme as well 
as to enhance the personal immediacy of the poem and so intensify 
its impact. The poem is, of course, a speech of the author's in­
tended to console the lady, who is projected in the beginning as
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seriously upset about circumstances not yet identified. The abrupt 
opening command— "Leave, Amoret"— is appropriate in this situation 
as a means of sharply catching her attention (as well as the 
reader's); and then, her attentiveness to his philosophy being 
secured, he softens this stem rebuke with a "kinde/Perswasive 
Accent" by which he seeks to "charme" away her tears. He proceeds, 
ingeniously, by way of general pious reflections to which she will 
readily acquiesce, and so seeks to win her over without exacer­
bating her mood by touching upon specific contentious problems. The 
particular occasion of the poem begins to emerge only with the refer­
ence to "adversitie" in line 14; and, significantly, in the next line 
he addresses Amoret directly in a manner quite different from the 
opening admonition. "Deare, idle Prodigall!" suggests that his 
efforts have been partially successful, for it conveys an attitude 
of complacent endearment and of (typically masculine) amused toler­
ance of the feminine weakness formerly rebuked. Being now assured 
of her compliance, the poet frankly discusses his worldly state 
(or the lack of it), and expands confidently upon his theme. In 
lines 6-18, his urgency in striving to cope with Amoret's grief and 
his uncertainty about her reception of his argument are vividly sug­
gested by his emphatic repetition of short, cognate questions. But 
now he lets himself go, and develops his argument with many precise 
illustrations, exploiting fully the weighty cadence of the deca­
syllabic measure by a frequent running-on of the sense from line to 
line. (Vaughan's choice of heroic couplets was, of course, entirely 
appropriate for a poem dealing, as Marilla remarks, with "practical
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every-day issues")* The concluding four lines complete the pro­
gressive persuasion and consolation of Amoret, rounding out the 
domestic drama by suggesting the couple's complete harmony of 
attitude toward their material circumstances.
11. 21-5^. But grant some richer Planet . . .  I've lost their 
curses too. The almost universal neglect of this poem in critical 
comment on Vaughan is the more remarkable in view of the Reverend
H. F. Lyte's quotation of these lines (he omits 11. 29-36) as "a 
favourable specimen" of the "good deal of vigour and freedom in 
their versification" which he thinks exhibited by some of the 
poems in the 1646 volume (The Sacred Poems and Private Ejaculations 
of Henry Vaughan, with a memoir by the Rev. H. F« Lyte ^ London* 
Pickering, 184-27, pp. xxii-xxiii).
Page 12. UPON THE PRIORIE GROVE, His usuall Retyrement.
The reader is referred to Marilla's thorough explication of this 
poem (pp. 147-152).
Marilla, p. 14-7*
It is a mistake to claim, as does Beeching . . . that 
this is the most effective poem in the volume, but it 
does manifest real artistic skill, and it accomplishes 
quite well its rather modest purpose* Beeching's unfavor­
able comparison of the meter (a qualification of his 
yielding to the poem) with that of Carew is, it seems to 
me, wholly invalid. In almost every instance the metrical 
irregularity in these verses serves a specific purpose, 
and the composition, in general, exemplifies the author's 
usual regard for appropriate relationships between con­
cepts and metrical effects*
In spite of superficial suggestions of the title and the imagery, 
this poem is no more an expression of Vaughan's individual interest
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in nature than is "To Amoret gone from him." In Renaissance love 
poetry, secluded spots such as woods and groves were convention­
ally scenes of amorous encounter, and the poem provides no reason 
to suppose that Vaughan has any interest in the Priory Grove other 
than the sentimental interest resulting from its association with 
his betrothal. This fact is not changed by the probability that, 
since he specifies an identifiable grove, we should accept as bio- 
graphically authentic the implication of lines 1-^ that he and his 
first wife did in fact plight troth in that particular place. As 
Marilla points out, the poem's purpose is to glorify the place of 
betrothal as a means of complimenting the poet1s wife and assert­
ing his happiness in marriage. This purpose is a consequence solely 
of the grove's association with their early love, and, moreover, 
the details and images through which it is achieved are in no sense 
products of individual observation, but are quite conventional, 
their selection being dictated by their traditional association 
with the theme of love.
Like "Fidas Or The Country-beautv." the poem owes its artistic 
success largely to the author's choice of an appropriately loose 
and simple organisation. The opening paragraph defines the basis of 
the poet's Interest in the grove by means of an apostrophe which 
sets the prevailing tone of emotional effusiveness and extravagance. 
This tone is obviously maintained throughout by means of the very 
extravagance of the poet's wishes for the grove, but it is sup­
ported also by the swift piling up of imagistic details and by the 
rapid, irregular metrical pattern which successfully projects the
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appropriate excited mood. As Marilla observes, a climax is reached 
in the last couplet of paragraph 2, which resembles the rhetorical 
device of occupatio. securing emphasis by implying that the poet 
has exhausted his stock of hyperboles. But, as was not uncommon 
with the use of ocoupatio. he proceeds in the concluding paragraph 
to provide what he has implied will be left to the reader's imagi­
nation, to exemplify "What ever can a fancie move" by means of an 
image more extravagant than ever. This progression in hyperbole is 
matched and supported by a progression in time from the past to the 
immediate future to the distant future (each paragraph embodying a 
stage), and results in an increasingly emphatic projection of the 
theme which has the effect of stressing the final reversion to the 
initial situation. By this reversion, the poem achieves a ciroular 
temporal pattern which unifies its structure and reflects the unity 
inherent in the final apotheosis.
(Title). His usuall Retyrament. R^stvig, The Happy Man. i, 268: 
"Vaughan's secular poetry reveals clearly enough that his grief at 
the events of the Civil War made him seek comfort in a conscious 
withdrawal from the world. 'Upon the Priorie Grove, His usuall 
Retyrement' describes an Earthly Paradise reminiscent of Habington's 
'To Zephirus.' Like Habington, Vaughan associated his grove with 
innocence and chaste love."
Page 13* The Charnel-house.
See Marilla's explanatory notes on this poem (pp. 172-179)*
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Marilla, pp. 172-173*
Contrary to general opinion, this poem is quite 
demonstrably one of the most skillful of Vaughan's 
compositions, secular or religious. Commentators 
have persistently failed to see the actual use to 
which the author here puts the traditional 
charnel-house theme . . . .  It is our fault of 
course if we fail to recognize that the composition 
represents a denunciation of the Parliamentarians 
that is as vigorous as it is subtle. . . . All this, 
however, is likely to escape the casual reader. For 
the argument of the poem proceeds almost entirely by 
implication, and, accordingly, the meaning is to be 
found chiefly in the interrelationships of its 
several divisions.
See also Marilla's explication of the poem's theme by analysis of 
its structure (p. 173). and his more detailed discussion in "The 
Secular and Religious Poetry of Henry Vaughan," MLQ. LX (1948), 
405-406.
As Marilla convincingly demonstrates, Vaughan here vigorously 
denounces the Parliamentarians by means of a subtle and allusive 
development of a conventional theme. No less indicative of artistic 
accomplishment is his creation of an appropriate tone and his rein­
forcement of Idie poem's theme by means of various rhetorical 
devices. The poem must be read as a dramatic soliloquy— as an ex­
pression of the poet's response to a situation involving the actual
presence of the dead. This situation is vividly projected in the
opening paragraph, and the immediacy of the evidence of eventual
dissolution (and hence the vividness of the poet's impressions) is
skillfully suggested throughout by reminders of the dramatic situ­
ation! "Come see your dissolution" (l. 23), "in this bed" (l. 29), 
"I look but here" (l. 39), "Brings hither" (l. 43), "Chap-fain
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here" (l. 47), "this Accumulative Cell" (l. 56), "the grudging Sun/
• • . warns me to be gone" (11, 57-58), "i/Must bid farewell to my 
sad library" (11. 59-60). The effectiveness of this dramatic device 
is assisted by consistent use of the present tense, which, because 
the poem projects the general a3 indicative of the particular fate, 
is both finite and universal in operation.
More important is the pervasive suggestion of a man meditating 
aloud, achieved by loose, repetitive progression of thought and by 
continual variation of pace. Initial definition of the poem's situ­
ation and theme is achieved with seriousness and intensity in the 
first paragraph by means of short, uneven exclamations which cumu­
latively project the basic image and the poet's reaction to it. His 
elaboration and emphasis of both image and theme by repetition of 
roughly synonymous phrases is convincingly suggestive of actual 
musing, and, moreover, creates a rhetorical impact parallel to the 
shock of the "bloodless shamble" on his "sense." In lines 17-22, as 
he develops the theme with veiled but unmistakable reference to the 
Puritans, he fittingly creates a soaring effect by use of appropri­
ate rhythm and sound. That is indeed inept criticism which sees in 
this passage no more than the poet's indulgence of a taste for 
extraneous bombast. The inflation of the verse here, like the atti­
tude expressed, is quite ironical, and is intended to project 
rhetorically and hence to emphasize the "stretch'd Excesse" which 
this passage attributes allusively to the Parliamentarians and of 
which the poet is pervasively critical. It is indicative of Vaughan's 
deliberate and skillful craftsmanship that in line 23, as he pricks
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the bubble of "self-extension" by reminding the "Aire-monging band" 
of their inevitable reduction to "a loath'd nothing," he lets the 
verse slip from its pompous elevation to the quiet level of melan­
choly musing characteristic of the rest of the poem,
11. 17-20. Where are you . . .  self-extension dye7 Bethell, The 
Cultural Revolution, pp. 131-132, commenting on "this essay in the 
macabre," selects this passage to illustrate his remarks:
The Charnel-house is rhetorical in the Donne manner 
but without Donne's precise thought and economy of ex­
pression; one passage has rather, a- Shakespearian ring 
. . . .  Such a meditation on mortality has little in 
common with Vaughan's treatment of the theme when it 
had become real to him and no longer a mere subject for 
witty verse-exercises.
The reader, however, may find "economy of expression" in, for ex­
ample, "My Winter'd bloud" (1. 10) and "th1Ostrich-man/That feeds 
on steele and bullet" (11. 4-3-^); and it is curious that anyone 
should think that Vaughan at this time regarded death as "a mere 
subject for witty verse-exercises" when Olor Iscanus also includes 
"An Elegie on the death of Mr. R. W ." (Marilla, p. 37). probably 
composed about the same time as "The Charnel-house." In general,
Mr. Bethell's comments on the poem bear out the truth of MariUa's 
remark: "Commentators have persistently failed to see the actual 
use to which the author here puts the traditional charnel-house 
theme."
11* 29-31* Think then . . .  subtill as your own. Williamson, The 
Donne Tradition, p. 95. finds that "this conceit • . . /gives/ the 
emotion of death that peculiar Metaphysical strangeness," and adds
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(p. 133) "that it "echoes the mood of Donne, catching the very 
manner of thought of the Second Anniversarie.1
11. 17-57* Where are you shoreless thoughts . • . Which I could 
scatter. This passage emphatically supports the first sentence, and 
as emphatically contradicts the second, in this statement by Miss 
Helen White on Vaughan's treatment of death (The Metaphysical 
Poets. p. 303)*
He can invoke the ultimate dust with all that 
lucidity of horror and that mockery of pride in 
which the age revelled, and he has his share of the 
solemn pomp and pageantry with which that imagi­
native time half shrouded, half exploited, its one 
whole-hearted tribute to the basic mysteries of life.
But it is not death as the leveller of all pride and 
the dissolution of beauty that he celebrates, but 
death as the dark gate to the radiance of eternity.
Page 1^. To his friend*-— .
See Marilla1s thorough explication of this poem (pp. 185-189).
This poem is one of Vaughan's best performances in the satiric vein, 
and, in common with his other satiric pieces, exhibits a Jonsonian 
vigor and precision. He wisely employs the measure most appropriate 
as a vehicle for forthright expression of firm attitudes and violent 
feelings, and skillfully endows the poem with added power by fre­
quent use of run-on lines and with caustic sting by strategic 
placing of closed couplets. The masculine force appropriate to the 
theme results also from his achievement of "roughness" by use of 
chiefly monosyllabic words and of metrical irregularity to produce 
functional emphasis. The theme, as Marilla observes, is conventional, 
and Vaughan's extension of the poem's reference "through the whole
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Historie/Of ages" (11. 1-2), and his emphasis of this extension by 
similar expressions in lines 7-8, 9-10, 19-20, have the effect of 
universalizing the theme and of making any personal reference 
(unless perhaps to the poet himself) improbable. The poem is about 
"Poets1' in general (l. 3), and Vaughan's frequent use of "we" and 
"us" serves mainly to indicate his awareness of his literary 
function and his consequent identification of himself as a member 
of "the wittie score." It is quite consonant with this interpre­
tation that the poem's prevailing mood should be one of intense 
personal indignation.
The poem exhibits Vaughan's usual intelligent control of structure, 
and he develops the theme with logical coherence, so that the con­
cluding reversal of attitude appears convincing and even inevitable. 
Lines 1-12 state the theme, and emphasize it first by the witty 
sallies of lines 2-6, next by the repetition of thought (supported 
by some parallelism in phrasing) in lines 7-9, 9-12. Lines 13-16 
explain the poverty of poets in a manner highly complimentary to 
them, but the parenthetical "it seems" indicates that the expla­
nation is not intended to be conclusive, and at all events the main 
point here is the reference in line 16 to poets' inward wealth, 
which anticipates the author's eventual recommendation of reliance 
on private virtues. Lines 17-19 complete the initial exposition of 
theme by commenting wryly on the preceding explanation. Throughout 
the first sixteen lines a quiet, comparatively relaxed mood (conso­
nant with the attitude implied by the opening "I wonder") is ex­
emplified by the smooth, regular movement of the lines. A rise in
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tension is clearly marked by the emphatic exclamations of lines 
17-19» so that, at the end of the exposition, there begins to de­
velop some of the violence which characterizes the author's 
expressions when he is thoroughly launched.
The body of the poem (11. 19-60) exemplifies the theme in four 
clearly marked stages, and here the progressive projection of an 
excited mood already noted is maintained by means of the climactic 
couplets which conclude each stage. Throughout this part, the 
theme evolves gradually in preparation for the resolution of con­
flict in the last paragraph, and unity is achieved by the use of 
related antithetical images in each stage. The first (11. 19-28) 
presents an antithesis of tyrant and slave, and explicitly es­
tablishes a parallel between the tortured slave and the poet, 
underscoring this parallel with the verbal echo "afflictions-af- 
flicted" (11. 23-26). The momentum produced by the predominance of 
run-on lines increases the impact of the incisive couplet which 
comprises the first climax (11. 27-28). The second stage (11. 29-40) 
exemplifies by means of a detailed portrait the view of the poet 
presented in the first. Here the antithesis between "soules of 
baser stamp" who "shine in their store" and the "nobler brest" clad 
only in "the ruines of a sute" corresponds to the former antithesis 
between tyrant and slave, this parallelism being reinforced by 
that of the introductory "When I by thoughts look back" and "When 
I see" (11. 19• 29), and by the echo of "fooles" in "soules of 
baser stamp" (11. 28 , 33). Here the author's increasing excitement 
is projected by the emphatic effect of the repetition of idea (rein­
forced by repetition of the introductory "When") in lines 33-34*,
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35-38. A more intense climax than before is attained in the sharp 
couplet (11. 39-40) which embodies the author's direct, emphatic 
acknowledgment of his attitude.
The fullest exemplification of theme occurs in the next two stages, 
each of which embodies one of the antithetical images juxtaposed 
in the two preceding. In lines 41-48, the earlier reference to 
"soules of baser stamp" who "shine in their store" is developed 
fully in the detailed and vivid description of 1 th1 earthly Usurer" 
who "can brood/Upon his bags," a climax of insult being attained 
in the concluding couplet, which embodies in sound effects the 
sensuous quality appropriate here. The author's projected mood con­
tinues to increase in violence with the terse exclamation opening 
line 49, the effect of which is extended by the swift succession 
of exclamations (further emphasized by repetition of "how") in 
lines 49-52. Here the image of the poor poet is projected by the 
general "we," and the poet's predicament in relation to the 
tyrant-usurer is vividly sketched by means of rapidly accumulated 
details. Quite effective use of language is exhibited in line 53, 
where monosyllabic, heavily stressed words, with their masses of 
obstructive consonants, lend fitting force to the author's mood and, 
moreover, project verbally the sensuous qualities appropriate to the 
idea of squeezing money out of a tightwad.
The culmination of the author's hypercritical mood is reached in 
lines 59-60, where it is effectively reinforced by the incisive 
closed couplet and by the sharp, emphatic, crackling quality which 
results from a deft combination of rhythm and sound. Obviously im­
plied here is the speaker's conviction of the futility of poets'
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reliance on worldly favor, and this development of the theme to a 
logical impasse prepares for and actually compels the shift in 
interest presented in the conclusion. As the earlier description 
of poets as ,rstor'd within" has anticipated, Vaughan here advances 
as the only valid solution of the poets' predicament a patient 
acceptance of hardship while they await the Resurrection. Implicit 
here is a recommendation (consonant with Stoic self-reliance and a 
mild Christian asceticism) that they cultivate intellectual and 
moral faculties and ignore material values. Characteristically, as 
he ceases to castigate the ungenerous rich, he changes his tone, 
and embodies his calmer resolution in expressions which achieve 
appropriate smoothness through his use of run-on lines and a more 
regular meter.
1. 10. the pilgrimage of time. The choice of words here antici­
pates the reference in line 38 to the poet's 1 Pilgrim-shooe.1
1. 28. Legend of the age. Marilla, p. 186: "Account of the age.
The idea is that its treatment of poets shows what kind of age it 
is." It seems likely that Vaughan also intends the phrase to be 
synonymous with the preceding "mirth of fooles." I. e., the age's 
common subject of ridicule.
1. 29. in the mines of a sute. Marilla, p. 187: "I. e.. in rags." 
I think it probable that Vaughan is exploiting the ambiguity of
"suit" in anticipation of the theme of lines *19-60. Thus the phrase 
should also be construed "in the miserable plight following the 
rejection of his petition."
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11. 41-48. To think how th1earthly Usurer . . • Commit adultery
with gold. Of. "The World," 11. 31-35:
The fearfull miser on a heap of rust 
Sate pining all his life there, did scarce trust 
His own hands with the dust,
Yet would not place one peece above, but lives 
In feare of theeves.
It is interesting to examine these two parallel passages, and to
notice that the earlier is also the more effective.
I. 56. As if our soules were sureties for the Pence. The suggestion 
here of a Faustian pact exploits the ambiguity of "Divels" (1. 45). 
The incongruity of "soules" and "Pence" obviously assists Vaughan's 
purpose of assailing the usurer's distortion of values.
II. 61-62. But wee'l be wiser . . .  hardship of our way. The poet 
obviously implies that it is Christ "That must redeem the hardship 
of our way."
11. 6l-68. But wee'l be wiser • . . Celestiall scope again. Com­
pare the conclusions of "Regeneration" and "The World," where 
Vaughan similarly brings about the climax through a sudden shift 
in thought.
Page 16. To his retired friend, an Invitation to Brecknock.
See Marilla's explanatory notes (pp. 189-196).
Marilla, p. 190t
Despite the surface jocularity that prevails through­
out most of the poem, toward the end it becomes clear 
that the mood reflected here is actually one of genuine 
concern about the war. . . .  It may well be that the
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poem manifests the author's reaction to the military 
scene during the winter of 1645, when the Parliament 
tarians were demonstrating, In Wales and elsewhere, 
definitely superior military strength and progressive­
ly menacing the Royalist cause.
This poem, like "A Rhapsodls," projects a serious satiric theme 
by means of a humorous situation which is elaborated whimsically 
for the double purpose of reinforcement and deception. The effect 
of the many exaggerations pointed out by Marilla is to disguise the 
poem's applicability to contemporary circumstances by suggesting an 
entirely fanciful situation. The same effect results from Vaughan's 
choioe of the conventional invitation theme and from his development 
of this theme by means of the familiar affectations of Anacreontism. 
But the purpose of these elements is revealed by examination of the 
poem's structure. Lines 1-10 introduce and emphasize the basic situ­
ation, which by the transition of lines 11-12 is made a mere vehi­
cle for the vivid description of Brecon (accompanied by vigorous 
side-thrusts at the occupying Parliamentarians) in lines 13-26. The 
rhetorical questions and equally rhetorical answers of lines 27-54 
develop the initial situation and enable the poet to make further 
sport at the expense of his enemies, to whom the contrast drawn in 
lines 55-76 (which contain the actual invitation) is not at all 
complimentazy. Lines 77-88 justify the foregoing invitation by 
reference to the unhappy state of Brecon described before, and em­
bellish the account with details not likely to enhance the Puritans' 
reputation for honesty and wisdom. The poem's purpose is to express 
vigorously the author's defiance of the Parliamentarians by impugn­
ing specifically their mercenary interests and the gloominess of
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their behavior* The emphatic and exaggerated treatment of the basic 
situation endows the poem with an atmosphere of emotional violence 
which enhances the impact of the poet's covert strictures*
The extravagant speculations in lines 1-8 about the cause of the 
friend's absence lead to the satire of lines 13-26 by means of the 
equally extravagant conceit of lines 11-12; this conceit's appropri­
ateness in the context of course has the effect of convincingly 
relating the satire to the poem's basic situation and of thereby 
making its employment convincing and unobtrusive* The general sketch 
of the town's condition (11* 11-14) introduces the satiric theme, 
indicating broadly the poet's attitude by suggesting a parallel be­
tween the Puritans and the Gauls for savagery; and, since "But half" 
Brecon's "suffrings" justify the parallel, Vaughan subtly Implies 
that the Puritans are twice as savage as the Gauls* However, although 
the Parliamentarians are significantly involved, the disgust with 
current circumstances expressed here applies primarily to the 
townsfolk, for it was in fact they who "sackt" the walls of Brecon 
to avoid a military siege— an act of capitulation undoubtedly re­
pugnant to Vaughan* Brecon's compliance with the military objectives 
of the Parliamentarians constitutes the factual basis of the sug­
gestions (most clearly discernible in line 23's reference to 
"brotherly Ruffs and Beards") of a sinister conspiracy between 
ignorant provincials and unscrupulous rebels* The subtlety of 
Vaughan's satire results in large measure from his maintenance of 
this association throughout the poem* The emphatic exclamation 
opening line 15* and the forceful justification of this general view
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by particularised and concrete Imagery in lines 16-26, enhance -toe 
vigor of expression in this passage, and the hectic recounting of 
details contributes to the vivid description of the confused town. 
Effective emphasis is achieved in lines 16-17 by the use of concrete, 
monosyllabic, heavily-stressed words, and in the rest of the 
passage increasing excitement is projected mainly by the swirling 
effect of run-on lines and swiftly accumulated concrete details.
The author's estimation of the town authorities (and, by associ­
ation, of the Puritans) is denoted chiefly by the animal imagery 
of lines 17, 22: "Pigs, Dogs," "furs," and "Fox." In the Chain of 
Being, all creatures other than man occupied lower positions than 
he by reason of their inferior share in the Divine Essence indi­
cated by their lack of rationality and moral will. Hence the deno­
tation of men by animal images was widely used during the Middle 
Ages and the Renaissance to imply a degeneration of intellectual 
and moral faculties to a sub-human level. Here "Dogs" suggests 
savagery and general baseness, and "Pigs" suggests gluttony (a vice 
of man's animal nature) and a proclivity for mud, which is formed 
by mixture of the two basest elements, earth and water; "Fox" sug­
gests duplicity and cunning, and "furs" is generally suggestive of 
a kinship with base creatures. The significance of this imagery is 
consistent with Marina's suggested interpretation (p. 192) of 
"flegme" in line 20 as denoting dullness, and with the reversion to 
primitive barbarism implied by "Cauls" and "Saxon" (11. 14, 22). 
Cognate with these terms is the mention of "Usurers" (1. 18), an 
absorbing concern with money being of course indicative of moral
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degeneracy, while the reference also anticipates subsequent allusions 
to the unscrupulous self-interest abroad in the town (11. 82-88). 
Vaughan's declaration that "Midst these the Crosse looks sad" (l* 21) 
has a double meaning, for "Crosse" not only designates the market­
place but also symbolizes Christianity. The climax of the poet's 
derision is reached in lines 23-26. The reference to "high Monu- 
mentall Hats" ridicules the Puritans' appearance, and the incongrui­
ty of "etemail1 and "boots" implies an estimation of their 
pretentiousness-such assaults on the Parliamentarians being common 
with the Cavaliers and rather frequent in Vaughan. The passage 
vividly conveys impressions of civil disorder and the oppression 
of religion effected by a conspiracy of base men who are as ludi­
crously arrogant as they are successful in their "abominable" 
activities.
As Marilla points out (p. 195). the furtiveness implied by "steal/
A ReveU in the Town" (11. 81-82) "presupposes that the Parliamen­
tarians have taken over the town and brought to it the austere 
Puritan influence." This very allusion expresses the poet's defiance 
of that influence, and therefore, in accordance with the oblique 
satiric strategy already noted, it seems that the invitation to 
saturnalia (11. 55-6*0. the pagan conceit of wine's efficacy to 
produce poetic inspiration (11. 65-72), the enthusiasm evident in 
these lines for secular love poetry, and the Cavalier affectation 
of amorous gallantry and moral imprecision (11. 27-3*+). are all 
intended to convey Vaughan's defiance of the Puritans by expressing 
attitudes presumed to be uncongenial to them. The intrinsic proba­
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bility of such a proceeding is confirmed by the fact that (as 
Marilla suggests) the cultivation of a generous, civilized, and 
inspired mood, in which the friend is invited to join with the poet, 
is allusively projected (especially by 11* 6l-64, 75-88) as a 
counter-agent to the otherwise universal diffusion of dullness, dis­
honesty, baseness, and barbarity in the town. In lines 37-42 the 
poet parodies the ponderous asceticism which he customarily attri­
butes to the Puritans, evidence of his intention here being pro­
vided by his further use of a lowly animal for comparison* The 
"peacefull Change1 of line 41 points by contrast to the recent 
change in Brecon, which has been presented in preceding lines as 
anything but peaceful, the probability of a cross-reference here 
being increased by the repetition in the barely logical "noise"
(1* 42) of a term used to describe the chaotic town (l. 15)• 
Vaughan's point, of course, is that employment of "haire-cloth,1 
"Whin.1 and "Vow" has characterized the violent inversion of order 
in Brecon, his exaggeration of Puritan sobriety being consistent 
with the poem's general extravagance and with his usual intemper­
ate estimate of these militant saints. The reference to "penance 
. . .  of liberty" in line 44 denotes the loss of freedom involved 
in Brecon's subjection to Parliamentarian authority, and represents 
the poet's scornful comment on the Puritans' view of themselves 
(attributed to them by Vaughan and other Royalist writers) as di­
vinely appointed scourges of iniquity-at-large.
Effective projection of the poet's excited mood is achieved in 
lines 27-54 by progressively extravagant suggestions. This seeming-
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ly disproportionate elaboration of the friend's unwonted retirement 
is related functionary to the satiric theme by line 55» where 
"this sullen state" (which the friend is exhorted to abandon in 
favor of vinous revelry) points directly to the portrayal of per­
verse self-affliction in lines 3?-^« An increasingly excited mood 
is projected in lines 55-72, corresponding to the theme of alco­
holic inspiration and to the progressive heatedness normally 
characteristic of persuasive attempts conducted against the inertly 
resistant. The vigorous thrust and sweep of these lines results 
from Vaughan's achievement of large and powerful rhythmical patterns 
through use of run-on lines with varied internal divisions and of 
appropriately irregular meter. Assisting this prosodical flexi­
bility in achievement of the total effect is his employment of 
suitable sound effects. A thick mesh of consonants combines with 
repeated heavy stresses in "the dull Market-land-lord with his 
Rout/Of sneaking Tenants" (11. 57-58) to slow the verse and rein­
force the sense by projecting qualitatively the dullness which 
oppresses the town. Effective emphasis on the poem's central the­
matic contrast is achieved by juxtaposition in lines 61-72 of the 
inspiration motif, embodied in a rapid swirl of declamation fitly 
accentuated ly assonant sounds and by consonants that speak 
trippingly on the tongue.
1. 28. Monastick mind. The term is evidently ironical, being quite 
incongruous with the activities suggested in lines 29-32. It serves 
also to anticipate the portrayal of ascetic piety in lines 37-^2.
110
11. 37-^2. Or Is1t thy pietie • • . Whip, or Vow? Pettet, Of 
Paradise and Light, pp. 15-16, speaks of the "flippant vein" of 
this passage, and quotes it in support of the remark that "there 
is nothing in /Vaughan' sf early life or in the poetry he wrote up 
to l6h8 to suggest that he took religion at all seriously." Besides 
contradicting the evidence of several poems written prior to 1648 
which employ religious concepts and express religious attitudes 
quite seriously, and besides exhibiting a disturbing disregard of 
the importance of contextual relationships, Mr. Pettet's comment 
grossly distorts the meaning of this passage, which expresses no 
more than the author's unsympathetic attitude toward extreme asceti­
cism and the more violent forms of penitential self-torture.
U. 73-7^. Come thenl . . .  stiffe thatch. Bethell, The Cultural 
Revolution, p. 132t
The first line, clogged with monosyllables, has to 
be read slowly, and the line-end pause— "hangs/At"—  
enacts the scene; "stiffe thatch" is hard to say; the 
stiffness of the frost has got into the words.
1. 8^. Till those black deeds bring on the darksome day. Marilla, 
p. 195* "I. e.. till their lives, filled with those black deeds, 
come to an end." I believe that the line should be read as express­
ing also an idea parallel to the author's anticipation in lines 
79-80 that the age will persist in its folly. In the allusive terms 
of the poem, that folly is particularly exemplified by the Parlia­
mentarian rebellion, and more particularly by Brecon's willing 
capitulation. Thus the line projects the possibility of an eventual 
Parliamentarian victory; an interesting comment on it is provided
I l l
by expressions in the prefatory portion of Flores Solitudinis 
written when the age's persistence in its folly had indeed brought 
on "the darksome day": "X write unto thee out of a land of darke- 
nesse, out of that unfortunate region, where the Inhabitants sit 
in the shadow of death: where destruction passeth for propagation, 
and a thick black night for the glorious day-spring" (Martin, p. 217)•
Page 18. Upon a Cloke lent him by Mr. J. Ridsley.
The reader is referred to Marilla's explanatory notes (pp. 208-215).
Marilla, p. 15^*
In the whimsical poem to J. Ridsley . . .  the author 
was merely subscribing to a well established practice 
of rendering personal tributes in verse, and it is 
wholly unjustifiable to assume that he was testing out 
his literary aptitudes in these fashionable expressions.
It has not been the rule to regard similar compositions 
by other authors— Jonson and Herrick, for instance— as 
an index to their actual powers, but the quite under­
standable inferiority of these "friendly" poems in Olor 
Iscanus has obviously served to reinforce the notion, 
deriving largely from a cursory reading of the rest, 
that the author was as yet without any appreciable 
ability.
Entertainment is the sole purpose of this composition. Ascription 
to it of inferiority to other poems by Vaughan or his contempo­
raries is merely a way of drawing attention to the fact that its 
content is devoid of intrinsic moral or intellectual value. The 
same observation may be made about many poems which are neverthe­
less prized, perhaps the most famous example of a fine poem on a 
trivial subject being The Rape of the Lock. The value of such a 
poem is of course to be estimated according to its success in 
achieving its purpose, and, since the writer must perforce rely 
mainly on his rhetorical skill, the critical reader's attention
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must inevitably concentrate on technique. On this basis, Vaughan's 
poem may rival any comparable composition by his contemporaries, 
and should delight any lover of literary fun who admires an exhi­
bition of poetic pyrotechnics.
The poem is, of course, an extended humorous commentary on Mr.. 
Ridsley's ungainly cloak. The tone is whimsical and ironical, for 
Vaughan relies chiefly on the rhetorical device of exaggeration.
The poet's mood, and the cloak's qualities and effects, are all 
comically far-fetched in the manner of caricature, and so are the 
images and comparisons by which all of these are conveyed. Of 
primary importance in the establishment of the desired effect are 
the terms by which the cloak itself is denoted; "thy Sack-cloth,1 
"this forc'd Hurdle,1 "this Rug." "the Jewish rag," "the Compendi­
ous hutt." Dissemination of such terms throughout the poem is indi­
cative of the author's consistent maintenance of his pose; but, 
although all of the terms and figures in the poem are congruent with 
these, its success is not due only to the poet's use of superficial 
devices of the tall tale. Extravagant emphasis is achieved by a 
variety of means which are effective, broadly speaking, because 
they are organized coherently in a structural pattern based on an 
appropriate dramatic situation.
The poem is ostensibly a message accompanying the cloak upon its 
return to the owner— obviously a suitable occasion for the remarks 
which constitute the body of the work. The opening exclamation 
achieves a forceful effect of realism and immediacy and establishes 
the poem's dominant tone; emphatic reinforcement of both situation 
and tone is achieved by the whimsical speculations of lines 2-6
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and by the vivid portrayal in lines 7-10 of an imaginary mishap 
supposedly attributable to the cloak. The first ten lines present 
an initial definition of theme by projecting allusively the poet's 
mood and the garment's general features. The body of the poem com­
prises three well defined stages of thematic development, in each 
of which the poet achieves effective emphasis by maintaining the 
dramatic situation while he exemplifies the theme by projecting 
concretely specific objectionable qualities of the cloak. The first 
two stages (11. 11-36, 37-6^) present in the form of reminiscence 
(to which, according to tradition, campaigners are particularly 
prone) individualized incidents which illustrate the cloak's un­
desirable qualities by portraying vividly their effects and there­
by justify the poet's unsympathetic attitude while conveying it.
In the third stage (11. 65-92), on the authority of knowledge 
gained by the bitter experiences already related, Vaughan advises 
Ridsley about suitable future disposition of the cloak. It is quite 
consonant with prevailing suggestions of discursive, excited speech 
that he should revert in lines 85-92 to generalized reminiscence of 
the campaign in emphasizing his ironical recommendations.
Through the first two stages, a progressive exaggeration of the 
cloak's qualities and of the poet's corresponding mood is projected 
by an increasingly exaggerated account of its effects upon the 
wearer. Parallel to this pattern (and largely a cause of it) is a 
gradual increase in the concreteness, precision, and number of par­
ticularized details with which the remembered incidents are 
described. Since key words in this composition are italicized for
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emphasis, the existence of this progressive pattern may be con­
firmed by a glancing comparison of the incidence of italics in the 
two passages under discussion. The account of the first incident 
(ll. 11-18) is the most general and accordingly the least emphatic* 
the occasion is identified only by the unspecific "When first I 
bore it," epithets employed throughout are correspondingly vague, 
and repetition and other devices of emphasis are not prominent. 
Accordingly, the mood projected is mild, being heightened only at 
the end as a transition to the more extravagant mood of the second 
incident* Here the occasion is specified as "that day, when wee/ 
Left craggie Biston, and the fatall Dee." the vividness and immedi^ 
acy of the account being increased by concrete and precise details 
and by the author's dramatization of the incident through his 
invitation for Ridsley to imagine himself present. A more emphatic 
projection of the poet's ironical mood is achieved also by the 
incongruous effect of the mock epic simile and of the far-fetched 
comparisons with which he elaborates on his appearance.
Transition to a more extravagant account than before is clearly 
indicated by the introductory statements (11. 37-38) of the second 
stage. The situation is sketched with particularity, and added 
force is achieved again by the author's dramatization of the scene, 
as well as by occasional interjections which reinforce the dramatic 
situation and emphasize the speaker's words both explicitly and by 
assisting the tone of excited speech* Hardly a line fails to 
exhibit Vaughan's achievement of functional emphasis by skillful 
blending of appropriate sound and metrical irregularity. But most
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characteristic of this passage is the series of particularized and 
outlandish comparisons (ten in twenty-two lines!) by which he 
describes vividly the effect of the cloak's "villanous, biting,
Wire-embraces" on his bare skin.
In the third stage (11. 65-92), Vaughan for the most part leaves 
reminiscing, and, as he comes up to the present, changes his tech­
nique of attack. Having ridiculed the cloak by showing what it is 
not good for, he now doubles the irony end, in a guise of solicitous 
friendship, explains what it is good for. But the uses recommended 
as appropriate are of course completely incongruous with the 
garment's intended function, and so operate as devices for enabling 
the poet to continue his satire of the cloak qua cloak. Precisely 
realized oonerete details continue the foroeful projection of mood, 
assisted by such rhetorical devices of emphasis as the duplication 
of examples, the mock epic simile in lines 77-83, and the conso­
nantal snarl of line 84. After the climax of extravagant comparison 
in lines 90-92, the poet fittingly drops his ironic pose and with 
effective brevity fulfills the requirements of the basic situation 
by expressing his gratitude to Ridsley in an appropriate tone.
11. 43-50. 0 that thou hadst . . • mad men lodge in straw. Pettet, 
Of Paradise and Light, p. 192, quotes this passage, together with 
lines 61-64, to illustrate the occurrence in Vaughan's secular 
verse of "a strain of poetry that may perhaps be described as 
rhetorical.''
11. 59-60. And neerer • • • Fetter-lane. Marilla, p. 214:
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The reference to "some rough statue of Fetter-lane" 
is evidently a mere generalization. Neither Stow nor 
any other writer, so far as I am aware, finds statues 
a distinctive feature of this street* The metrical 
appropriateness of "Fetter-lane" likely recommended 
its use here.
Grosart, in a passage on which Marilla is commenting, suggests 
that statues were "placed in some of the public buildings," and 
remarks that "both extremities of the 'lane1 were used for more 
than two centuries as places of public execution." Vaughan's 
"rough statue" may be the body of a criminal hanged in the lane 
after flogging, for the comparison of his own skin to that of "some 
rough statue" is made dependent on the parenthetical "such strokes 
were drawn*" The extravagance of the conceit is quite in harmony 
with his prevailing manner in this poem.
Page 20. The King Disguis'd.
See Marilla's thorough explication of this poem (pp. 271-275)•
The purpose of this poem is to express, on the occasion of 
Charles's escape in disguise from Oxford to the Scottish camp on 
April 27, 1646, the author's intense loyalty to the King and his 
detestation of the rebels. This purpose is achieved by means of a 
series of paradoxical images based on the King's disguise, and the 
consequent gradual accretion of meaning produces a progressive 
evolvement of theme and a corresponding intensification of the poet's 
mood, which is climaxed by the terse, apprehensive exclamation in 
the final couplet. As a result of this technique, the transfor­
mation of the King's appearance becomes an emblem of the great
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inversion of order involved in the rebellion, and the poem's refer­
ence is extended into the social, political, and religious milieu 
of the occasion which it commemorates. The superficial meaning of 
the poem, related to the specific situation, expands through the 
subtle ramifications of imagery into a complex of ideas in terms 
of which that situation is projected and which thereby clarifies 
and enlarges the surface meaning. Vaughan's poem thus constitutes 
an excellent example of the elaboration of meaning by compressed 
associative thought exposed by the subtly interrelated implications 
of imagery— a method epitomized in Donne's poetry and usually con­
sidered characteristic of the metaphysical manner.
The paradoxical conception of Charles on which the poem is built 
is compressed in the opening exclamation. Vaughan's borrowing of 
this phrase from Beaumont and Fletcher is less significant than his 
effective use of it to announce dramatically the poem's thane and 
thus seize forcefully the reader's attention and fix his mind on 
the central idea. First the transformation which Charles has under­
gone is vividly projected, and then the massive guilt of the Parlia­
mentarians is obscurely hinted at in lines 3-^ and explicitly 
identified in lines 5-6. Use of "damn'd" intensifies the idea in 
the cognate "deposed" and "treason," and indicates the poet's con­
ception that the rebellion against the King and his consequent 
degradation are sacrilegious, thereby suggesting the divinity at­
tributed to him by the political philosophy of the Royalist party. 
These suggestions are intensified by the connotations of the animal 
imagery in lines 7-8, and are further explicitly emphasized by the
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parenthetical reference to Charles as a "Royal Saint," the relation 
of "sheep-skin" to the traditional image of Christ as the sacrificial 
lamb being highly relevant here. The King’s deposing of his own 
majesty is presented as an act of self-sacrifice metaphorically cog­
nate with Christ's sacrifice of Himself on the Cross, and Charles's 
motive for this act~to save his enemies from damnation~is precisely 
identical with the Savior's. The implication in this passage of a 
parallel between Charles and Christ, and the consequent implication 
that the Parliamentarians epitomise all human evil, are produced 
by the cumulative effects of prevalent suggestions of the King's 
magnanimity, patience, divinity, self-sacrifice, innocence, and 
suffering.
Projection of the Charles-Christ image is further reinforced by 
emphatic suggestions of a parallel between the King's disguise and 
Christ's Incarnation achieved by the projection in varied images of 
a secret and hence deceptive embodiment of a divine person by means 
of incongruously humble appearances. Christ was a "King"— the Son 
of God— but appeared as "no King"— the son of a poor carpenter- 
having "deposed his own Majesty" by submitting to fleshly embodiment 
but retaining His divine identity despite the unperceptiveness of 
the "Wolves." These suggestions are intensified by lines 9-12, 
where the paradoxically humble investiture of "so much Majesty" is 
presented in terms strongly suggestive of the stable and manger 
which "harboured" the infant Christ. Further intensification of the 
basic idea is provided by the term "prophane" and by the poet's 
subsequent explicit assertion that the King's disguise involves a
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profound mystery# The "vulgar" whose "prophane Eyes" roust not 
penetrate the mystery are specifically the Parliamentarians, who 
for obvious reasons must not perceive the true identity of the 
disguised King. The apprehension with which these lines are charged 
is largely a consequence of earlier suggestions that the King has 
evaded actual death by entering the "Coffin" of humble disguise 
and thus metaphorically killing the King qua king. The prevalent 
implication that mortal danger will follow any discovery (an impli­
cation reinforced by the contrast of "Wolves" and "sheep-skin") 
indicates the author's attribution of overpowering viciousness to 
the Parliamentarians, as contrasted to that of the Jews, who killed 
only "an inglorious man" idiom they might have revered had they been 
given a sign.
This subtle projection of theme by investment of an ostensibly 
political subject with religious overtones is continued effectively 
by the comparison of Charles to Hebrew prophets in lines 15-20. 
Emphatic suggestions of the Parliamentarians' vioiousness are pro­
vided by the repeated insistence here that the King's degradation 
foreshadows the defeat of his enemies. The implication is that 
their inversion of a divinely sanctioned political and social order 
(an inversion exemplified by the King's divestment of his rank) 
represents a criminal enormity that cannot be exceeded, but can be 
followed only by a reversal that will restore the natural order# 
Association of Charles with Christ is continued by pervasive al­
lusions to his suffering and grief, and especially by the insistence 
in line 14 on his selfless solicitude for his enemies. Nothing ten­
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dentious or hypocritical is involved here, for in the conceptual 
context of this poem the Parliamentarians might literally be saved 
from damnation by a Royalist victory. The inevitability of such a 
victory is projected in lines 23-26 by means of an appropriate 
analogy between Charles and the sun. This imagery is cognate in 
meaning with suggestions in lines 17-19 of the King's inevitable 
emergence from his disguise and resumption of his due dignities.
The concept here points to the second line's projection of his dis­
guise by the assertion that he has 1 stoln alive into his Coffin," 
and, by reason of contextual suggestions of a Charles-Christ paral­
lel, reinforces the theme by suggesting a resemblance between the 
King's ’'resurrection" and the Resurrection of Christ. The latter 
redeemed mankind from the consequences of sin, and so repaired the 
divine order violated by Adam's disobedience of God's decrees; the 
former will have analogous results on the political and social 
planes.
Page 21. To his Learned Friend and Loyal Fellow-Prlsoner.
Thomas Powel of Cant. Doctor of Divinity.
The reader is referred to Marilla1s detailed exegesis of this poem 
(pp. 268-271). See also his discussion (pp. 335-337) of the 
puzzling allusion to imprisonment, and my further examination of 
the problem in "Henry Vaughan's 'Fellow-Prisoner'at present 
forthcoming in English Studies.
The almost universal disregard of this poem in criticism on 
Vaughan must be held partly responsible for the general opinion
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that he lacked the ability (noted in Herbert and Donne) to project 
a mood by developing logically a ratiocinative argument; for, sig­
nificantly enough, this poem prominently exhibits such an ability, 
and so provides emphatic contradiction of the popular view. Pro­
fessor Marilla1s notes explain the concepts involved, and point out 
the author's subtle integration of intellectual elements into a 
coherent and forceful argument. The poem's approximation in tone 
to that of a reasoned argument results from the author's careful and 
deliberate elaboration of a single idea, his consistent use of the 
syntax and rhythms of organized speech, and his constant rein­
forcement of logical connections by means of local transitions. It 
is just as important to notice that Vaughan succeeds quite well in 
establishing a clear and convincing analogy between the relationship 
of "Iron" and "Stones" and that of the poet and his friend.
Beginning in line 29, he briefly recapitulates his philosophic 
argument and applies it to the personal situation with which he is 
primarily concerned. In other words, he employs a carefully adum­
brated philosophic thesis as a device to project an attitude rooted 
in emotion, and so provides the solid support of precise thought 
to his expression of that emotion. The consequent subtle and intense 
interfusion of thought and feeling (generally regarded as a charac­
teristic of the best metaphysical poetry) is nowhere more vividly 
exemplified than in lines 23-28 of this poem, where Vaughan suddenly 
telescopes the poem's two analogical elements by using one to clinch 
his argument about the others
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For were it otherwise (which cannot be,
And do thou judge my bold Philosophies)
Then it would follow that if I were dead,
Thy love, as now in life, would in that Bed 
Of Earth and darkness warm me, and dispense.
Effectual informing Influence.
The poem's theme is presented through an extended subtle develop­
ment of an intellectual analogy, and provides as pertinent an 
example of successful use of the metaphysical conceit as does 
Donne's poem involving the compasses.
11. 26-27. that Bed/Of Earth and darkness. I. e.. the grave. The 
figure echoes the more explicit reference to the Resurrection in 
lines 19-20. This same image appears frequently in Vaughan's 
religious verse— e. g. "Death. A Dialogue," 11. 9-10; "Joy of my 
lifel while left me here," 11. 2l-2k; "The Moming-watch," H.
32-33> "I walkt the other day (to spend my hour)," 11. 29-32.
11. 27-28. dispense,/Effectual informing Influence. The comma 
obscures the syntax: "Influence" is the direct object of "dispense."
11. 33-36* And when they cannot meet . . .  make an unseen stay.
There is a significant verbal (as well as conceptual) parallel
between this passage and Donne, "The Belique," 11. 9-H (Poems, p. 56)1
Who thought that this device might be some way 
To make their soules, at the last busie day,
Meet at this grave, and make a little stay?
Perhaps some readers will agree with the present writer that Vaughan's
lines are noticeably more successful than Donne's.
1. 33. Steel . . .  Stones. The parallel between these terms and
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those in line 8 (as well as repetition of the epithet "hard") 
underscores the poem's central analogy.
1. ^3. Cell. Marilla, p. 271t
Reference to the heart (in the broad sense) 
as a "room" is common among writers of the 
time, and is recurrent in Vaughan . . . .  in 
the present instance the term is probably 
dictated by the underlying allusion to an 
imprisonment.
It seems to me that the term is used, not primarily to mean the 
heart, but in the traditional sense of a pious scholar's private 
dwelling; cf. "To his retired friend, an Invitation to Brecknock,"
1. 38* "thou may'st prove devout, and love a Cell"; "Vanity of 
Spirit," 1. 1: "Quite spent with thoughts I  left ray Cell."
1. 48. two Ev'ls? I see and cannot see. Martin, p. 757*
I see you with ray mind's eye (which is not 
enough) and cannot see you physically; or, I 
see much that I dislike seeing and do not see 
you.
Marilla, p. 336:
There are "two Ev'ls" in that any condition 
has its corollary, and both the "Ev'ls" are 
elliptically asserted in the concluding remark.
By interpolation this remark becomes "I see 
the depressed Powell and cannot see the real 
Powell."
My view of the significance of the title's allusion to imprison­
ment (see the article cited in headnote, above) impels me to favor 
Professor Martin's interpretation of this extremely obscure line.
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Pag© 22. The importunate Fortune, written to Doctor Powel of Cantre.
The reader is referred to Marilla's thorough explication of this 
poem (pp. 303-314).
Marilla, p. 305:
In . . . /the Renaissance conception of Fortune/ the 
visitations of prosperity and adversity on the individu­
al were not contingent upon his will. But there was the 
very important fact that it did lie quite within his 
power to decide whether he would be much affected by the 
one or the other . . . .  In the present poem the speaker 
is confronted with the necessity of making that decision.
And the author is quite in the traditional literary vein 
here in envisaging Fortune as a malicious agent seeking 
to fasten the individual's Interest on worldly awards, 
merely to wreak upon him the distress that would then be 
his when the inevitable fluctuation in his affairs oc­
curred.
This poem, one of Vaughan1s longest, provides vigorous refutation 
of the common opinion that he lacked the power to construct in ax- 
tenso. Its ample development of theme is coherent and unified, and 
executed with unflagging energy and inventiveness. Not the least 
important element in the poem's success is the dramatic situation 
projected in the first line, which implicitly personifies Fortune 
and presents it as actually importuning the poet. His protestations 
are thereby presented dramatically as an actual response to the 
situation, the vividness with which the poem is thus endued being 
preserved by the poet's constantly addressing Fortune and by fre­
quent explicit reinforcement of the dramatic situation: "Leave off" 
(l. 3)* “But thou wilt urge me still. Away, be gone" (l. 19), "Why 
dost thou tempt me • . •?" (1. 29), "I'le to my Speculations"
(l. 33)* "Then leave to Court me with tby hated store" (l. 109).
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Throughout the first twenty-eight lines, this dramatic device is 
employed to reinforce the theme of the poet's resistance to 
Fortune's attempts to entice him to eventual ruin. The poem's 
second major thematic element is introduced by lines 29-30, and 
the rest of the poem elaborates the idea "that preoccupation with 
wealth defeats the spiritual growth that comes through contem­
plation . . . .  that adversity promotes spiritual development" 
(Marilla, p. 30?)• The relationship of this theme to that of the 
first part of the poem is obvious, as is also its resemblance to 
the theme of such poems in Silex Scintillans as "Love, and Disci­
pline." The spiritual growth projected here, however, is not that 
characterized by an infusion of God's grace and leading to sal­
vation in Christian terms, but such an expansion of consciousness 
as comprised the aim of Stoic philosophers. It is projected by 
means of imagery derived chiefly from astrological and Neo-Platonic 
concepts which had, however, been absorbed into basic Christian 
thought.
The second portion of the poem provides an excellent extended ex­
ample of the achievement of coherent organization through adherence 
to the logioal structure of Images. The general theme is introduced 
and emphasized dramatically in lines 29-38. and lines 39-52 
exemplify the conflict between Fortune and the poet by means of a 
series of conceits (based on "The world's my Palace" in line 37) 
which provide vividly a point by point contrast between the (decep­
tive) amenities of Fortune and the benefits of contemplation. Intel­
lectual progress is imaged as a royal progress through "alX Nature,"
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and again the poet dramatizes the situation for the sake of empha­
sis, shifting from the future tense in lines 33* 37-38 to the 
present tense in line 39 and carrying this device through to the 
end of this portion of the poem in line 88. He extends the metaphor 
of a progress so that it becomes, not a mere isolated conceit, but 
a major structural device. As Marilla points out, lines 38-40 
promise not only a progress through nature (the terrestrial sphere) 
but "into ev'ry Sphere," through the other two "Well furnish'd 
Stories" of the cosmos, the celestial and spiritual spheres, as 
well* The repeated reference to nature in line 32 emphasizes the 
poet's conclusion of the first stage of his imaginative journey; 
lines 53-54* restate his lofty goal, and lines 55-56 emphasize his 
capacity to reach it. His subsequent progress through the celestial 
sphere is described in lines 57-74* according to the traditionally 
accepted order of the planets, the theme of his gradual purifi­
cation being further developed with maximum coherence by his 
sloughing off at each planet and returning to it the infirmity for 
which it was customarily held responsible.
Lines 75-88 project, in the speaker's completion of his fanciful 
journey, the attainment of his ultimate Intellectual goal, his con­
sequent achievement of a spiritual purity akin to that of the 
Empyrean being carefully emphasized in lines 75-77 by the choice of 
appropriate language* The strength of the poet's argument and the 
firmness of his corollary indifference to Fortune are emphasized 
throughout by constant suggestions (residing in the imagery and the 
diction) of the mastery over the universe provided by cultivation
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of Intellectual resources* These suggestions are reinforced here 
by the account in lines 79-86 of the poet's watching the "Ema­
nations of the Deitie" as they descend through the three spheres 
through which he has just ascended. The passage not only provides 
in miniature a bird's-eye view of the cosmos* and thus suggests 
the magnitude of the poet's achievement, but also, since his kin­
ship with these "Emanations" has been established, dramatically 
clinches his argument by placing him in a position superior to 
that of Fortune and suggesting his participation in divine creative 
forces affecting the entire universe.
After this comprehensive and thorough rebuttal of Fortune, the 
poet reverts to the immediate situation and sums up his argument in 
lines 89-100 by means of a more general but more concise restatement 
of his basic ideas, emphasizing them effectively by repetition in 
slightly varied form. The concluding paragraph further reinforces 
the argument with the same device, thus completing the unified pro­
jection of theme and resolving the dramatic conflict by suggesting 
the poet's confident dismissal of his antagonist.
(Title), written to Doctor Powel of Gantre. Despite the title, the 
poem is in no sense an epistle, for, as I have observed above, the 
speaker addresses himself throughout to Fortune. Presumably this 
portion of the title represents an editorial misconception of the 
poem's import.
11* 53-90* But these are mean . . .  have their Ubiquitie. Marilla, 
P* 313* "L* C. Martin ('Henry Vaughan and 'Hermes Trismeglstus','
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RES. XVIII Jy^kzf, 301-307) provides convincing argument, on the 
basis of close parallels, that Vaughan is here indebted, in some 
measure at least, to the Hermetic writings." See also Miss 
Maren-Sofie R^stvig's discussion of Casimire's earlier paraphrase 
of the same Hermetic passage (The Happy Man. i» 280-284). The 
general view of Vaughan1s poetic development projected in this 
study is emphatically supported by Miss R^stvig1 s argument that 
portion of "The World" represents Vaughan's later rendering of 
this passage (see note, below, on lines 8-45 of that poem).
Page 24. To my worthy friend Master T. Lewes.
See Marilla1s explanatory notes (pp. 235-238)*
Marilla, p. 236J
This poem was obviously intended as consolation 
to a friend, and it was evidently inspired by an 
incident in Lewes' experience which intensified the 
author's persistent awareness of what he calls else­
where "the times ridiculous miserie."
This poem's purpose of advocating an indulgence in "discret Joyes" 
does not imply Vaughan's disregard of the political troubles 
alluded to elsewhere in the poem; for, as Marilla points out, its 
purpose is in fact based upon the author's awareness of the serious­
ness of prevailing political circumstances in Wales. The final 
couplet clearly indicates that his purpose is not to dismiss from 
thought the sufferings of his country, but to avoid compounding 
them by succumbing to the temptation to despair. The crux of the 
poem's theme is found in lines 11-14, and here Vaughan does not 
advocate a disregard of present evils, but a refusal to increase
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their load by anticipating possible future evils. His basic idea 
is well expressed in Christ's aphorism "Sufficient unto the day is 
the evil thereof," an obvious corollary of his advice being that he 
in fact expects future conditions to be at least as bad as present 
ones. This is very stem consolation, and there is nothing at all 
lighthearted in this poem; the joy Vaughan advocates is of the 
tempered variety extracted out of the very midst of woe.
As Marilla observes (p. 237), the natural phenomena described in 
the first paragraph are symbolical; the reader is expected to draw 
a parallel between these images of oppression and constriction and 
the condition of Wales under Parliamentarian rule. If the descrip­
tion were intended literally, the following "Let us meet theni" 
would perpetrate a gross non sequitur. whereas its symbolic sig­
nificance provides obvious reasons for mutual consolation among 
Royalists. The author's exhortation to Lewes to keep "like nature, 
the same Key" (l. 19) is a subtle encouragement to him to persist 
in his political allegiances. Implicit here is a conviction that 
the monarchical system is in harmony with nature and thus with the 
will of God, the political disorder denoted by "wild Excentricks" 
(l. 8) corresponding, as Marilla points out, to the cosmic disorder 
which resulted from man's sin. Essentially the same ideas comprise 
the theme of "The Constellation," discussed below.
Page 25* Regeneration.
This is one of the very few religious poems of Vaughan which have 
been subjected already to substantial, comprehensive analysis. Pro-
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fesaor R, A. Durr, in an important article, "Vaughan's Theme and 
its Pattern* 'Regeneration'SP, LXV (January* 1957)* 14^28, pro­
vides a thorough interpretation of the poem as an allegory of 
spiritual journey, relating it to traditions of Christian devotion, 
mysticism, and Heraeticism. Professor Ross Garner bases on the 
poem the third chapter (pp. 46-91) of his Henry Vaughant Experience 
and the Tradition, and, in the framework of a gloss on Durr's arti­
cle, examines its relation to "the manual of perfection and the 
spiritual autobiography" and uses it as the central point of refer­
ence in a reconsideration of the function of Hermetic elements in 
Vaughan's religious poetry as a whole. In addition, Professor E. C. 
Pettet includes an explication of the poem in his Of Paradise and 
Light (pp. 104-117), though, curiously, he disregards Durr's 
previous important discussion. I have nothing to add to these in­
terpretations of the poem's sources and significance, and since my 
seeking to take account of previous arguments in detail would un­
justifiably tax the reader with numerous points of reference, shall 
confine my remarks chiefly to some aspects of the poem which have 
not yet been explored sufficiently.
Despite the length of the poem, and its apparent looseness of 
narrative structure. It actually makes a vivid impression of pur­
poseful, coherent development; this impression is due, in general, 
to the poet's subtle use of language, and, in particular, to his 
achievement of a pattern of suspense which emphasizes the gradual 
evolution of theme. In the second line, the connotations of furtive­
ness in "stole abroad" reinforce the opening description of the
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poet as "A Ward, and still in bonds." Through the subsequent 
account of his unregeneracy, the subjection of his higher self to 
evil forces is emphasized by the personification of those forces 
and the projection of their influence by means of active verbs0 
The imagery and thought here are summarized intensely in "Storm'd 
thus" (l. 9). which, immediately preceding the account of the poet's 
spiritual awakening, emphasizes the violence of the conflict in 
him between good and evil and intensifies important suggestions of 
his spiritual vitality. He is now on the regenerative path, but, 
significantly, he is alone on that path; the description of his 
penitence (11. 13-17) presents him as "Far from reliefe" and as 
searching the "skye" for some indications of divine assistance and 
as sighing "upwards" both in evidence of his true penitence and in 
hope of provoking some act of divine mercy. The first sign of the 
operation of a beneficent force in relation to the poet is the 
mysterious placement in his path of "a paire of scales," by whose 
means he is enabled to realize that his "late paines" of penance and 
purgation are more desirable than the "smoake, and pleasures" of 
worldliness and sin. Apparently he has made spiritual progress 
sufficient to warrant his receipt of some divine assistance on his 
arduous journey, and it is significant that hereafter the emblem­
atic devices of such assistance are multiplied, and intensified 
suggestions of the poet's passivity result, not in his subjection 
to the devastating onslaught of evil, as before, but in a commit­
ment of his spiritual welfare to the guidance and direction of 
unidentified but evidently divine agents.
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These are the "some" of line 25, and when they "cryed, Away" the 
poet immediately "Obey'd"; his former solitary and unaided progress 
to "the pinacle" has been halting and slow, but now that he is 
"led" he advances swiftly to "a faire, fresh field" which obviously 
is in vivid contrast to both the "Primros'd" way of his unregener- 
ate life and the "monstrous, mountain'd thing" which that way 
became when he awakened enough to perceive its deceptiveness. The 
description of this field as a place "which no/Rude feet ere trod" 
recalls the earlier account of the poet's "walke," and his state­
ment that there "only go/Prophets, and friends of God" subtly 
identifies him as now one of these. This idea is reinforced by the 
suggestion in "Here, I repos'd" (1. 33) of a relaxation of the 
urgency of the poet's quest; but the main purpose here is to empha­
size his wise passivity, his spiritual preparedness for the reve­
lation of "a new spring" which immediately follows. It is 
significant that he is not "shown" the grove where this revelation 
takes place, as formerly the scales were "plac'd" in his path, but 
he "descryed" it himself, and this suggestion of his improved 
perceptiveness is reinforced by the implication in "I entred" of 
his active contribution to the divinely assisted process of his 
spiritual advance. At the same time, his receptiveness to the reve­
lation, and the "other-ness" of its source, are emphasized in his 
assertion that the new spring "Did all my senses greet," and by his 
personification of its elements through the use of active verbs.
The reference here to the poet's senses, however, introduces a 
pattern of allusions to sensory perception which runs through the
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remainder of the poem and, by projecting intensely his dissatis­
faction with his spiritual achievement and with the revelation of 
divine truth through successive emblems, effectively creates a 
pattern of suspense which emphasizes his progressive enlightenment 
and intensifies the impact of the climactic conclusion. This 
pattern is the more effective because it involves a tension between 
two lines of active force--that represented by the poet's now 
determined seeking and that less tangible force responsible for 
the appearance before him of strangely animated emblematic devices* 
The comparative superficiality and inadequacy of the experience 
projected in the sixth stanza is implied by the emphatic indication 
in lines 47-48 that the experience was visual only and that the ear 
strained expectantly for a sound. This tension is maintained as the 
ear finds only "Some use" in the music of the fountain and as, 
investigating further, the poet is accorded another visual experi­
ence which likewise proves inadequate, for although he "wonder'd 
much" he is "tyr'd/At last with thought" while his "restless EJye" 
"still desir'd" a further visual revelation. It comes to him in the 
ninth stanza in the form of flowers which represent the same truth 
as do the stones in the fountain, and which he is as little able to 
understand* Then follows a further aural experience in the rushing 
wind, and here the poet emphasizes more explicitly than before his 
inability to comprehend the meaning of what he experiences* The sug­
gestions of his urgency become correspondingly more intense, and he 
seeks both by eye and ear "Jftr mind to ease*" When the final enig­
matic explanation is given (l* 80), the climactic resolution of the
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poet's problem, emphasized by this suspenseful pattern, is executed 
with characteristic conciseness and vigor, and is further empha­
sized by its projection in a couplet isolated from the regular 
stanzaic pattern of the preceding lines*
1. 1. A Ward, and still in bonds. Cf. Donne, The Lltanie, VI,
"The Angels," 11* 1-2 (Poems, p. 310)* "this life our nonage is,/ 
And wee in Wardship to thine Angels be."
9* straight. Immediately, as in line 25.
I. 16. drops. Vaughan wittily exploits two possible meanings of 
the word in this context* the eye drops tears, and lowers its gaze.
II. 17-24. So sigh'd I upwards . . • the heavier graines. Rose­
mary Freeman, English Ekblem Books (London: Chatto & Windus, 1948),
p. 150:
Although the main source of the symbols of this 
stanza is Thomas Vaughan's book /Lumen de Lmtrlne7. 
something is also due to the habitual represen­
tation in visual form in the emblem books of such
concepts as that of weighing pleasure against
pain or the world's joys against those of heaven.
In his notes on the poem (p. ?28), Martin points out other resem­
blances to Lumen de Lumine. but does not suggest that it was a 
source for the images in this stanza.
1. 34. A grove. Pettet, Of Paradise and Light, pp. 109-110:
But along with these possible echoes /of Lumen 
da Lumine/we must also take into consideration 
an obvious feature of Vaughan's poetic develop­
ment in Silex Scintillans— his adaptation of 
images and sensuous delights of his unregenerate
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days to the "sacred poems" of his conversion* 
He had always loved trees and woods and felt 
something of the mystery of woodland places, 
as we may see from such early poems as Upon 
the Priory Grove and from passages in Ad 
Echum and To the River Isca.
11. 46-47. every bush/A garland wore. Perhaps "garland" is 
intended in its traditional sense as a symbol of immortalityi cf. 
"The Garland," 1. 36 (Martin, p. 493) and "The Palm-tree," 1. 2?,
11. 51-52. And on the dumbe shades language spent/The Musick of 
her teares. Pettet, op. cit.. p. 113*
Without attempting any emendation, we may perhaps 
roughly paraphrase the line /sic7 as follows* "And, 
in addition to the message of the dumb shades,
Christ himself expends on us the solace of his tears."
"On" could be taken in the sense of "over and above,"
"in addition to"t and the "shades' language" would 
refer to the beauty of religion, all the significance 
of the grove-garden, which is "dumb" because it is 
addressed to the eye, not to the ear.
Another possibility is that the clause is inverted and "shades" not
possessive, so that "language" and "Musick" are synonymous: "And on
the dumbe shades spent language/— The Musick of her teares." Pettet
appears to overlook the relationship between these lines and the
two preceding, in which Vaughan explicitly asserts that the
fountain "lent/Some use for Eares."
11. 49-60. Only a little Fountain , . . Nail'd to the Center
stood. Edmund Blunden, On the Poems of Henry Vaughan (London*
Richard Cobden-Sanderson, 192?)» p. 21*
The Ear heard only a little fountain (perhaps 
"true, unfeigned verse"?), in which some bright 
round stones were dancing (George Herbert's
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poems?) and some 111-shaped, dull ones lay 
inert at the bottom; recognisable as the 
"weak, and lean conceptions" of imitators 
of Herbert, stigmatized in Vaughan's pre­
face.
Certainly Mr. Blunden's suggestions are novel.
1. 82. let me dye before my death. Cf. Donne, The Litanie. I,
"The Father," 11. 7-9 (Poems, p. 308):
From this red earth, 0 Father, purge away 
All vicious tinctures, that new fashioned 
I may rise up from death, before I'am dead.
Page 26. Death. A Dialogue.
Using the pattern of a dialogue between Soul and Body traditional 
in Christian didactic writing, this poem embodies in a highly com­
pressed and symmetrical form a set of paradoxical correspondences 
between images related to Christian concepts of death, resurrection, 
and immortality. The expression of these concepts in concrete, 
poetic form is achieved as much through interaction between images 
as by the images themselves; the poem thus provides an outstanding 
example of Vaughan's careful control of organization to achieve 
logical progression, and of his skillful exploitation of logically 
significant ambiguity and paradox. If not these characteristics, 
but a lyrical smoothness and harmony are most immediately evident, 
it is because the poem exemplifies well the qualities that Eliot 
refers to when he speaks of "a tough reasonableness beneath the 
slight lyric grace."
The poem's central motif is a paradoxical day-night image which 
is central also in "The Moming-watch." The importance of this
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image is revealed by the repetition of the words "day" and "night" 
throughout the poem (ll. 1, 11, 15* 25), and by their reinforcement 
with words of related symbolic meanings. The concepts of day and 
night are the two poles between which the poem's meaning is estab­
lished through use of a wide range of concrete and evocative 
contrasting images. The predominance of night images in frequency 
does not indicate a logical predominance of Body's attitude toward 
death. The logical as well as rhetorical climax of the poem is 
Soul's serene affirmation in the two final lines, which are empha­
sized by their isolation and by the poet's use here of a decasyl­
labic measure. In the poem's dramatic situation., Soul is the 
instructor and must refute Body's equation of death with night; 
this necessity results in Soul's being given a longer speech, which 
balances the predominance of night imagery and lends rhetorical 
emphasis to the poem's theme.
As was traditional, Body speaks for man's sensuous nature, ex­
pressing the common attitude toward death and the inevitable 
obliteration of sense. But a significant suggestion that a differ­
ent view will prevail resides in the description of Body as 
"dull'd" (1. 2), and Body's speech itself implicitly prepares for 
Soul1s doctrine by its reference to the grave as a bed and by its 
suggestion that some sentience may be retained after death. Body's 
viewpoint typifies the mundane mind's assumption that progression 
from life to death may be symbolized by the progression from day 
to night* this assumption being implied by the conjunction of 
Soul's reference to the day of life (l. l) with Body's description
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of death as "A neast of nights"(l. ll). By the end of Body's 
speech, both contrasting symbolic elements have been introduced 
and supported by parallel imagery, and the intellectual texture of 
the poem has been thickened by such resources of wit as use of 
"Curtaines" in connection with "bed," and of "shrowd" in connection 
with the grave, to denote the veil of flesh. But these are not mere 
ingenious embellishments, for in Soul's second speech, which re­
verses Body's assumptions, they contribute toward establishment of 
the poem's central paradox.
Soul's exposition of the doctrine of Resurrection is developed 
symmetrically in three stanzas between the opening affirmation of 
the truth of Body's account and the further affirmation in line 27 
of a correspondence between death and life which constitutes the 
theme of the speech. Life is now referred to as "that night," in 
contrast to Body's equation of death with night; but, since Soul 
has approved Body's description of death, apparently that descrip­
tion is to be applied to life, which therefore appears in Soul's 
informed view to be as dark as death. The symbolic pattern of pro­
gression employed by Soul is thus the reverse of that implied by 
Body, for now the progression from life to death is symbolized by 
progression from night to day, this reversal indicating a different 
attitude on Soul's part toward both life and death. The correspond­
ence between death and life already established by manipulation of 
the central symbols is reinforced by means of parallels between 
secondary images. Soul's reference to the "Clouds" which veil "the 
lazie Sunne" in the night of life echoes Body's description of the
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grave as a place "Where shadowes thicken, and the Cloud/Sits on 
the Suns brow," and also corresponds symbolically to the latter1s 
references to curtains drawn around a bed (as they are at night) 
and to the shroud which surrounds a body in the grave. The paradox 
is completed consistently by Soul's implicit allusion to death as 
"the day" (l. 25); death is the cracking of clouds, the clearing 
of shadows, the drawing of curtains to let sunlight in.
As is made explicit by Soul's "Just so it is in death" (l. 27), 
this same symbolic night-day pattern has a double meaning, and 
denotes also progression from death to resurrection— a denotation 
which recalls and stems from Body's equation of death with night. 
What is to be understood of death after the night of life is to be 
understood also of resurrection after the night of death, this 
second meaning being reinforced by correspondence between the 
eager anticipation of death which constitutes part of Soul's theme 
and the reference to eager anticipation of redemption in lines 
29-30. Consistent successful use of the night-day imagery is com­
pleted in the last line, in which a transition from temporal to 
eternal is symbolized* The "last good-night" will be said when the 
Body escapes its last "bed" (1* 10) and Soul and Body enter a world 
which is not dominated by alternations of day and night ("our Sunne 
shall never set"). It is to be noted in conclusion that the sense 
of urgent progress pervading the first three stanzas of Soul's 
second speech is contrived quite artfully by use of words which 
suggest time, movement, and effort, by use of chiefly monosyllabic 
language, and by frequent combination of metrical and logical
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emphasis. But this sense is due especially to larger structural 
elements of the passage, which is based on a time sequence, the 
middle point being emphatically marked by the "gastly twelve1 of 
line 19; each stanza corresponds clearly to a progressively later 
interval of night, and so each makes a major definite step nearer 
to the dawn.
I. 1. a sad Land. The primary reference is to the world, but a 
specific allusion to Wales under Parliamentarian rule is possible. 
one day. The term is ambiguous, denoting both life and the Fall.
II. 1-2. 'Tie • . . thus. Implicit here is the doctrine that the 
Fall resulted in man's physical deterioration. For a brief discus­
sion of Vaughan's use of the concept and some further examples, 
see my "Henry Vaughan and the Great Chain of Being," forthcoming 
in Studies in English Renaissance Literature, ed. W, F. McNeir 
(Louisiana State University Studies, Humanities Series).
11. 9-10. I'le wish . . • sad a bed. Cf. "The Moming-watch," 11. 
32-33* “So in my Bed/That Curtain'd grave ..."
11. 15-18. A third symbolic meaning of the night-day Image is made 
possible by the suggestion here of man stumbling in his first 
attempts to follow the regenerative path (cf. "Regeneration," 1.
18: "'Twixt steps, and falls"); accordingly, the eventual appearance 
of light (11. 23-24) denotes achievement of a consciousness of 
sure and settled virtue.
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1. 21. the lazle Sunne. Vaughan very likely intends here a pun 
on Sun-Son frequent in his sacred poetry (e. g., "The Pursuits").
The intellectual basis of the device was the current philosophic 
conception of a correspondence between the sun in the celestial 
world and God in the spiritual world. The effect of the allusion 
here is to add a fourth meaning to the night-day image, so that it 
denotes also the world's progression toward the Second Coming, 
imaginatively projected into the past.
1* 26. This expression can be construed in at least three ways:
1. We were pleased with what we had previously feared; 2, We were 
pleased with what we also nevertheless feared; 3* We were pleased 
with the arrival of what we had feared would not come. The 
ambiguity is almost certainly deliberate.
1. 28. thy mothers. 1. e.. Nature's.
Page 27. Religion.
The first five stanzas of this poem have been discussed frequently 
as illustrating Vaughan's conception of the familiarity with God 
and angels enjoyed by the patriarchs. But the purpose of the compo­
sition is not, as such emphasis might suggest, to express the 
author's nostalgia for a vanished Golden Age characterized by man's 
spiritual rectitude and his close communion with God. The Golden 
Age is depicted for the sake of the contrast which it offers to 
the corrupt contemporary scene, Vaughan's purpose being to assail 
the Parliamentarians' brand of religion as a poisonous effluvium
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of nature's corruption and to accuse them implicitly of possessing 
only degenerate vestiges of the spiritual insight retained by the 
first fallen men. He intensifies his attack on Puritanism by con­
trasting it with the spiritual life of man just after the Fall, 
rather than with that of the unfallen Adam, because such a compari­
son as the latter (while rhetorically effective) would have 
weakened the force of his criticism by allowing a justification of 
present evils through a quite logical appeal to the inevitable 
corruption of man following Adam's sin. But by evoking the compara­
tive grace and enlightenment of the patriarchs, who also suffered 
from the Fall, he is able to emphasize the decay of nature and to 
implicate the Puritans as significant contributors to the hastening 
of that inevitable process. The terms in which he presents his 
charge enhance its dramatic effectiveness by suggesting the incon­
gruity of the Puritans' professed aim of rehabiliting a corrupt 
religion by restoring its primitive spirituality of worship. The 
poet's consummation of his theme by a prayer for divine interces­
sion to restore to religion its once pristine purity should not be 
read as expressing a nostalgic yearning for escape to the Golden 
Age. Vaughan was a good Anglican, never a Primitivist, and the 
prayer represents his wish for overthrow of the Puritan sects and 
restoration of the Anglican form of worship.
No less important for our present study than this observation of 
the poem's meaning is our recognition of its accomplished technique. 
The poet amplifies his theme without loss of the strictest coherence 
in development, and exploits the dramatic value of contrast.
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suspense, and progressive emphasis in a structure that is both 
highly unified and precisely balanced. These qualities are clearly 
■revealed by a broad view of the poem's organization: stanzas 1-5 
project the pure religion of the patriarchs, and the concluding 
lines of the fifth stanza (11. 19-20) state the problem— that 
religious worship is no longer characterized by such familiar com­
munion with the divine; stanzas 6-7 emphasize the problem by each 
suggesting a possible explanation of this fact, and thus establish 
a bridge to the true explanation and emphasize it by creating sus­
pense; line 29 emphatically rejects the proffered explanations, and 
stanzas. 8-12 provide the true answer by projecting a gradual 
corruption of religion in direct contrast to the theme of the first 
five stanzas; the poem's climax is attained in the final stanza, 
which expresses the poet's prayer for a divinely initiated reso­
lution of the problem defined by this carefully balanced contrast.
Quite as admirable as these structural features are the rhetorical 
subtleties by which the author assists the effective presentation 
of his theme. Stanzas 1-5 incorporate an incomplete pattern of ad­
vancement in descriptive particularity. The first stanza's general­
ized statement of the initial theme is developed by specification 
of "each shade" (1. 3) in the second stanza; stanzas 3-4 accentuate 
the idea of heaven's familiarity through increasing use of domestic 
details to realize sharply the individual scenes. The fifth stanza 
disrupts this progressive pattern in the interests of another more 
integrally related to the theme— a steady increase in the degree 
and intensity of divine revelation, from "Jacob dreames, and
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wrestles," through Abraham's entertainment of the "winged guests" 
in his tent, to the revelation of God Himself "in fire,/
Whirle-winds, and Clouds,1 the effectiveness of this pattern being 
enhanced by explicit emphasis on the theme in line 14, Stanzas 
8-11 present with optimum coherence the steady decay of religion 
after patriarchal times— an aspect of the gradual process of
cosmic degeneration initiated by the Fall. Each stanza embodies a 
definite stage of the spring's course and projects a corresponding 
increase in its impurity; this theme is consummated in stanza 11, 
which depicts the spring as attaining its ultimate degree of impuri­
ty as it "breaks forth in some Clime." The twelfth stanza has the 
ostensible purpose of emphasizing the conception presented in the 
eleventh; but it has also the more important (if less readily per­
ceptible) aim of identifying allusively the contemporary purveyors 
of the corrupt religion so emphatically and invidiously described. 
Recognition of Vaughan's religious and political allegiances 
renders it impossible to doubt the intent of his declarations that 
"we have" this poisoned religion and that "we" are constrained 
from the enjoyment of purer spiritual food by the predominance of 
an evidently degenerate majority. The tone of the concluding invo­
cation is fittingly amplified by the ponderous effect of the deca­
syllabic line combined with appropriate sound and a frequent 
conjunction of heavy stresses. The shift from alternating to coupled 
rhyme adds to the effect of the shift from octosyllabics in empha­
sizing the thought in this climactic stanza.
1^-5
11. 1-2. those groves./And leaves. There is very likely a punning 
reference here to the Bible; for recognition of a (possibly) simi­
lar device in "Unprofitablenes," see note below on lines 13-15 of 
that poem. But the second stanza indicates clearly that the terms 
are ambiguous, and Miss R^stvig quite properly sees in the poem a 
description of "the vision of the Hortulan Saint inside the mystic 
grove" (The Happy Man. i, 292).
1. 20. Conf1rence. This echoes "Speak1st" in the preceding line 
and "discourse" in line 15*
1. 22. A mediatour. I. e.. Christ.
I. 23. wave. A variant of waive.
II. 23-2^. Doest thou . . .  from him decree? This passage's spe­
cific meaning in the context is based on its general allusion to the 
replacement of the Old Testament's salvation through obedience to 
the Law by the New Testament's redemption through Christ.
11. 25-28. Or is't so . . . the Church, and peace. Since line 29 
emphatically denies the proposition "That now all miracles must 
cease," this passage anticipates subsequent thematic developments: 
it tacitly explains the current lack of miracles by asserting 
implicitly the absence from the contemporary scene of both "the 
Church, and peace."
Helen C. White, The Metaphysical Poets, p. 279*
Certain aspects of the Christian tradition which 
interested but seemed dangerous to Herbert aroused 
no such scruples in Vaughan. The hospitality to the
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idea of miracles implied in the poem "Religion"
• • . is very different from the rather sus­
picious attitude of Donne and Herbert.
29. Spring. This recalls "some fountaines bubling Eye" (l. 8).
1. 30. golden Mine. The epithet here crystallizes the concept of 
the Golden Age exemplified in the first five stanzas. It also an­
ticipates "Cordials" in line 32; during the Middle Ages and the 
Renaissance, gold was often an ingredient in medicines intended to 
stimulate the heart.
1. 32. Wine. The term here echoes "water" and "drinke" in lines 
12, 15. The water-wlne image is maintained consistently through 
the remainder of the poem.
1. 34. the Earths darke veines. Vaughan here projects a macro- 
cosm-microcosm analogy, the basic image being the circulation of 
blood through the human body. This image is consistent with the 
allusion to the heart implicit in "Cordials" (l. 32). See Marilla's 
explanation (p. 334) of Vaughan's use of this recently discovered 
phenomenon in "Etesia absent." 1. 5*
1. 44. And 'stead of Fhisick. a disease. These terms point, re­
spectively, to "Cordials" (1. 32) and "poison'd" (1. 41); the 
imagery is carried on by "Heale" in line 49.
1. 50* these. I. e.. "these waters," as in the preceding line. 
the springing rock. Recalls the initial image of the spring (1. 29)-
1. 51. the feast. The term is dictated by references to (symbolic)
147
eating and drinking in lines 10, 12, 15, 43.
1. 52. The allusion here to Christ's well known miracle is not a 
casual product of Vaughan's maintaining his basic water-wine image; 
it dramatically underscores the poem's theme— compare the reference 
to miracles in lines 25-28.
Page 29. The Brittish Church.
This poem has received no significant critical attention, although 
it is demonstrably one of the finest of Vaughan's short lyrics, 
possessing intensity of feeling together with that logical compres­
sion and subtlety of suggestion characteristic of all his best 
work. On the surface, the poem is quite simple, apparently compris­
ing only straightforward statement of a simple situation and of a 
simple prayer arising from that situation. This primary effect of 
simplicity and directness is strengthened by the uncomplicated 
syntactical structure of the sentences, by the predominance of 
short, irregularly stressed lines (which together promote the total 
effect of violent emotional impetuosity), and by the simple but 
tightly controlled organization of the poem: lines 1-4 state the 
basic situation, and the resulting prayer (carrying with it some 
development of the situation) is rushed through the succeeding 
short lines to its climax in the intensely abrupt appeal of line 
11 (which, it will be noted, matches the dramatic opening statement 
of the situation in line 1); lines 12-14 qualify the appeal by 
qualifying the basic situation, and thus check sharply the movement
of the poem and alter its course without altering the emotional 
stance of appeal; the final six short lines give appropriately 
impetuous expression to the qualified prayer, thus completing the 
thematic and structural parallelism of the two stanzas and 
perfecting the unity of the whole poem.
The complexity of the poem, and the difficulty of determining 
its intention, result from the significant ambiguity inherent in 
Vaughan's avoidance of any specific reference to the recipient of 
the prayer, and in his designation of the recipient's enemies by 
the indefinite "these" and as "The Souldiers" (which in this con­
text is capable of a purely symbolic application). The presence of 
these consistently vague references, in a poem which is chiefly a 
forthright expression of intense emotion, should alert us to the 
characteristic techniques of the "witty" school, and to the predica­
ment in which political circumstances of the time placed a writer 
dealing with this poem's subject. We should discern, too, in the 
title's avoidance of the more common epithet "English," a signifi­
cant suggestion of Vaughan's awareness of this predicament, and 
evidence of his desire to avoid explicit identification of the sup­
pressed Anglican Church. We should realize that the ambiguities are 
certainly intentional, and be prepared to expect a plurality of 
intention in the poem, and to reject any single determination of 
its ambiguous references.
Since the subject of the poem is the Church, the most obvious 
recipient of the prayer is Christ, the head of the Church. After 
His Ascension ("Ahi he is fledi"), Christ watches from heaven
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("those hills of Mirrhe, and Incense") the affairs of the Church 
on earth* The poem thus becomes a passionate plea for the Second 
Coming, such as comprises the chief burden of "L1Envoy" (Martin, 
p. 541). The plea is prompted by the misfortunes of the Church 
described symbolically in lines 2, 6-10, 16-17, and is uttered by 
the Church, depicted allusively as the bride of Christ in accord­
ance with the didactic interpretation of the Song of Songs, from 
which the appended Biblical passage is adapted. The association of 
the prayer with this amorous dialogue is assisted by the direct 
imitation of the Song of Songs in lines 18-20 and by the use of 
"ravish'd" in line 16. In this view, "these" refers generally to 
the enemies of Christ's Church, and lines 6-10 and 16-1? denote 
symbolically the afflictions to which the Church is perennially 
subject in a society always liable to domination by secular 
interests.
However, an adequate indication that Vaughan intends more than 
this resides in his specifying the British Church, by which he 
certainly intends a veiled reference to the Establishment. Christ, 
regarded as head of the Anglican Church, may still be considered 
the recipient of the prayer, but the allusions to the Church's 
sufferings must refer to specific circumstances in England at the 
time. Thus "they" are the Puritans, and the "Souldiers" are liter­
ally the men of the Parliamentarian armies, who divide the "seam- 
lesse coat" of the Anglican Church by enforcing an heretical cult 
upon the country. This application is assisted by the suggestion 
in line 6 of the casting of votes in Parliament, by which the di-
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vidlng of the seamless coat was in fact initiated. The Roman 
soldiers' casting of lots for Christ's clothing was the crowning 
humiliation of the crucifixion, so the employment of the allusion 
in this context not only attributes heresy to the Puritans but 
also implies that their actions represent the utmost perfidy to 
Christ and hence to the Christian religion. The "slain flock" of 
line 1? obviously denotes faithful Anglicans slain on the King's 
side in the Civil War; "pillag'd fleeces" in the same line refers 
to the Anglican churches stripped of their possessions by the vic­
torious Parliamentarians, and to the property of loyalists afflicted 
by fines, taxes, and levies for the support of the rebel army and 
the rebel government.
As we can see, it is not possible to separate political from 
religious factors in this poem; each must be allowed to operate in 
the poem, because each was involved in the historical circumstances 
to which the poem refers. The division of the Church involved a 
division of the State, just as the Puritans' defiance of the 
bishops involved defiance of the King; thus lines 6-10 refer as much 
to the political fact of rebellion as to the theological fact of 
heresy. It is therefore eminently probable that Vaughan intends 
Charles I as the recipient of the prayer, as well as Christ. The 
King was head of the State, just as Christ is ultimate head of the 
Church; and, in fact, the political sovereign of England had been 
earthly sovereign of the Anglican Church ever since Henry VIII and 
Elizabeth called it into being by political fiat. This function of 
the King was reinforced by the current conception of a correspondence 
between the social and spiritual orders, according to which the
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function of the political sovereign was analogous to that of the 
spiritual Sovereign, and rebellion against the former not only 
resembled but actually involved rebellion against the latter. The 
"seamlesse coat'1 is the Church, and the State, and also the unity 
of Church and State welded together by the Anglican Settlement; 
the Puritans divided the Church by heresy and the State by rebel­
lion, and sought also to divide the Church from the State— each 
act being in orthodox eyes not only treasonous but sacrilegious as 
well. The poem should therefore be regarded as a plea for Christ to 
return and restore unity to the Anglican Church, and also as an 
appeal for the return of Charles and for a final Royalist victory 
which will restore to Church and State an order regarded by Vaughan 
as divinely ordained.
1. 1. Cf. "The King Disguis'd," 11. 1-2;
A King and no KingI Is he gone from us,
And stoln alive into his Coffin thus?
I. 2. these . • • hatch. Cf. "To Amoret, of the difference 1twixt 
him, and other Lovers, and what true Love is." 1. 5* Marilla, p. 
136, explains this as an allusion to the Aristotelian theory of 
the generation of the element water by "putrefaction" of the sea. 
Use of the figure in this poem obviously intensifies Vaughan's 
denigration of the Puritans.
II. 12-13* until . . .  springs. Cf. "The King Disguis'd," 11. 
23-24:
But all these Clouds cannot thy light confine,
The Sun in storms and after them, will shine.
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Page 29. The Lamps.
This poem exemplifies Vaughan's success in the kind of emblematic 
writing practiced with great effectiveness by George Herbert. Moti­
vated by the parable from which the appendix is excerpted, it 
represents in a double sense the poet's obedience to Christ's com­
mand. The poet enriches the literal situation by means of a variety 
of subtle allusions, and expounds the parable's symbolic meanings 
explicitly through an elaboration of a central image. This image 
may have been suggested to Vaughan by the parable of the wise and 
foolish virgins (Matthew, xxv, 1-13)» which has the same meaning 
as the parable he cites* to watch for the Second Coming and to 
watch the soul and keep it at the height of spiritual condition in 
readiness for that event. The lamp is first of all a symbol of the 
soul, so that, watching it, the poet is allegorically watching his 
soul; next, it incorporates an emblem of passing time, so that he 
is also watching "That houre." Other features of the lamp are elabo­
rated allegorically as symbols of specific spiritual states—  
charity, zeal, devotion, repentance. The necessary application of 
the lamp's lessons is suggested by means of an analogy between the 
lamp and the poet projected in the early part of the poem through 
subtle exploitation of parallel images, and in the latter part 
through explicit cross-references and a carefully maintained motif 
of passing time.
The first four lines depict a scene (in the dramatic fashion 
typical of Vaughan's openings) which embodies the fundamental terms 
of the theme subsequently projected. Here the idea of a world at 
large inimical to spiritual regeneracy is imaged by means of the
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vague but potently suggestive "dead night," "Horrour," "shades," 
"dark aire"; the stars symbolize the soul defeated by the obliter- 
ative forces of corrupt nature, for, instead of a bright, full 
beam, they shed only a light comparable to that of the glow-worm, 
their nodding and sleeping being of course parallel to the sup­
posed inattentiveness of the porter in the parable (Mark, xiii, Jk,
36), In line 5 the scene shifts to focus, and it becomes apparent 
that the stars, as symbols of the soul, are analogous to the lamp's 
flame, which by contrast creates a "full day"; establishing in the 
next two lines the contrast of his own spiritual state as a tran­
sition to the theme, the poet maintains consistent imagery by 
speaking of his soul as "These flames." Here the opening scene is 
repeated on a smaller scale (an implicit macrocosm-microcosm 
analogy)* "dark world" is cognate with the dominant imagery of the 
first four lines (and expressly echoes "dark aire" in line 3)» and 
the poet's profitless expenditure of spiritual energy is analogous 
to the stars1 ineffective glimmering and to the porter's unwatch­
fulness. By this ingenious manipulation of images the poet estab­
lishes both the necessity and the occasion of the subsequent 
explication.
The analogy between the lamp and the poet established in lines 
5-9 underlies the remainder of the poem, although it is not express­
ly projected again until the conclusion. It functions chiefly 
through the poet's emphasis on a temporal progression toward death 
by the conceit of the melted wax which measures out the lamp's 
length and tells it how much time it has to bum. By means of this 
emphasis, and the attendant suggestion of a preparation for death,
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Vaughan implies his application to his own spiritual life of the 
lessons adduced— an implication made explicit by lines 21-22. Thus 
the conceit of the lamp's tears has the function of emphasizing 
progression toward death as well as of conveying the idea of re­
pentance, which is elaborated more than charity, zeal, and devotion 
because of its obvious primacy as a means of salvation— an emphasis 
which is anticipated by the reference in lines 5-7 to the poet's 
misuse of his talent. The Implied thesis, as well as the former 
suggestion of his making more than poetic use of his ingenuity, is 
confirmed by the concluding assured anticipation of rebirth.
11. 5-7* while I spend . . .  These flames. Cf. "The Night," 11. 
4> 48:
But living where the Sun 
Doth all things wake, and where all mix and tyre 
Themselves and others, I consent and mm 
To ev'ry my re,
And by this worlds ill-guiding light,
Erre more then I can do by night.
. 1. 12. thy aspiring, active fires. Vaughan alludes here to the 
theory of the elements, according to which fire was the purest of 
the four, and, like air, tended upward.
11. 13-15* Then, thou . • . thy length. The allusions here and in 
line 19 require us to assume that the basic image is a candle.
11. 21-22. ev'ry breath . . . after death. Cf. "To Amoret Weeping," 
11. 1-5*
Leave, Amoret. melt not away so fast
Thy EJyes faire treasure, Fortunes wealthiest Cast
Deserves not one such pearle; for these well spent,
Can purchase Starres, and buy a Tenement 
For us in Heaven.
155
1. 25. both. I. e.. both "Oile" and "flame" (11. 23-24) symbol­
izing respectively body and soul.
Page 30. The Showre.
In his "The Secular and Religious Poetry of Henry Vaughan," Pro­
fessor E. L. Marilla provides (pp. 400-403) a careful analysis of 
this poem's meaning and structure, and draws what seems to me an 
entirely valid comparison with "To Amoret, of the difference ..." 
(Marilla, p. 13). I have nothing to add to his discussion of these 
aspects of the poem, and therefore refer the reader to it, and con­
tent myself with some remarks on the poem's rhetorical features.
In characteristic fashion, Vaughan sharply catches the reader's 
attention in the first line by means of an abrupt exclamation, 
which foreshadows the development of the basic image in the first 
stanza. Throughout the poem he supports conceptual parallels with 
verbal parallels and echoes: "drowsie, faint— lazie, asleep" (11.
1, 2, 8, 15); "bosome— brest" (11. 2, 12); "breath'd— breath" (11*
2, 8); "teares, weep'st— my eyes could weep" (11. 6, 14). An even 
more significant factor in the poem's success is the constant rein­
forcement of meaning by appropriate effects of sound and rhythm.
In the first stanza, impressions of lethargy are intensified by 
repetition of sibilants and of the same long vowel soundt drowsie. 
breath'd thee, disease. Infectious Ease. Even, teares. weep1st.
The poet slows the lines even more with consonant-vowel combinations 
that hinder the tongue, this device being most prominent in the 
first three lines. A contrasting effect is produced by analogous
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methods in lines 9-10$ "Love only can with quick accesse/Unlock 
the way." Heavy stresses at the beginning slow the verse and pro­
vide fitting emphasis on "Love only," but thereafter short vowels 
and reiterated hard consonants produce a swift, vigorous movement 
which reinforces the thematic suggestion of energetic, accurate 
thrusting.
1. 1. That drowsie Lake. E. K. Chambers, The Poems of Henry 
Vaughan. Silurist (New York: Charles Scribner's Sons, 1896), i,
300: "Miss Morgan suggests that the lake referred to was probably 
Llynsafaddan or Llangorse Lake, at the foot of the Allt, within a 
walk from Vaughan's home at Newton."
Hutchinson, Henry Vaughan: A Life and Interpretation, p. 23:
From early years the twins would have been attracted 
by Llangorse Pool (Liynsafadden), less than two miles 
over the Allt from their home. It may well be the 
"drowsie Lake" from whose mists the shower came; a hot 
mist would rise from a lowland lake in cultivated 
country, whereas most of the Welsh lakes are clear 
mountain-tarns.
Page 31• The Pursuits.
Within its brief span, this poem exemplifies Vaughan's character­
istic poetic virtues: the thought is highly compressed, thematic 
development is achieved through complex implication, and the con­
struction is tightly controlled so as to maintain a steady 
progression of thought culminating in the two final lines. The two 
phases of the theme are balanced equally in the body of the poem: 
lines 1-8 develop the idea of man's restlessness introduced empha­
tically by the opening exclamation, and lines 9-16 qualify this
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idea with the concept of felix culpa, thus leading logically to 
the concluding resolution of the initial problem. As in "Death. A 
Dialogue." the conclusion is emphasized by being set off from the 
body of the poem in a decasyllabic couplet.
Like many of Vaughan's poems, "The Pursuits" veils its conceptual 
intricacy with simple diction and direct syntax, the words being 
predominantly monosyllabic and the syntax for the most part that 
of ordinary speech. The meaning hinges largely on an elaborate pun 
on "Sunne" and "Sonne" (11. 5* H). and on the implications which 
these terms, in this context, would have had for Vaughan's educated 
contemporaries. Lines 5-6 refer to the Fall, the restlessness of 
man being of course a consequence of his first sin. The allusion 
here to the sun and light involves the current philosophic analogy 
between the sun in the celestial sphere and God in the spiritual 
sphere; and, since God is the source of understanding, it implies 
also the concept that the Fall resulted in a diminution of man's 
rational powers, this blurring of his insights being responsible 
for the dissatisfaction (implicitly voiced here by Vaughan and the 
poem's obvious motivation) attending the "busie, restles" activity 
to which he has since been prone. This concept is projected al­
lusively in lines 7-8, which denote that man now communes with 
inferior emissaries of God, with lower and muddier reaches of the 
stream of light and not with the fountain as before. Underlying 
this part of the poem is an incipient complaint against God's Provi­
dence. Such a complaint is most clearly suggested by the second 
line's imputation to God of responsibility for man's unhappy state, 
an imputation manifesting of course the dimmed understanding which
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is part of the theme here. The second part of the poem is actually 
a reply to this complaint, and represents a justification of God's 
plan as being the product of a superior wisdom ("That was thy secret"). 
Such an argument would inevitably have been construed in Vaughan's 
age as proceeding from a more enlightened understanding than that 
yielding the former complaint against the divine order. The poem is 
in fact constructed on the pattern of a traditional debate between 
Bad Angel and Good Angel, and projects its logical tension by in­
corporating in its structure a symbolization of the thematic anti­
thesis between the "infected will" and the "erected wit" of man.
In the second part, the earlier phrase "having lost the Sunne" is 
taken up again by "The lost Sonne." The primary reference is to 
Christ, but there is also an obvious allusion to the parable of the 
Prodigal Son and hence to man, the play on words serving to empha­
size man's spirituality. The ambiguity of lines 11-12 enables the 
poet both to stress the former theme of man's spiritual integrity 
and to introduce the theme of redemption through Christ which domi­
nates the conclusion. Since even unfallen man was only "active 
dust," his spiritual part would have become lethargic had God 
guaranteed his satisfaction; there would have been no stimulus for 
him to strive for maximum spiritual accomplishment, and no need 
for Christ to leave the womb ("huske") and seek heaven through a 
saving sacrifice. God's secret is to extract good out of apparent 
evil, and His mercy to provide for undeserving man a special means 
of salvation. Man's unsettled earthly career is the source of his 
unhappiness, but it is also a "pursuits" of "The lost Sonne (Sunne)" 
and is assured of eventual success.
1$9
11. 1—It. Lordl what a busie . . . Rests not a span. See the 
thematically similar poem "Man" (especially stanzas 3-U), discussed 
belovr.
11. 5-6* Then having lost . . , By clouds surpriz'd. "By clouds 
surpriz'd" can be interpreted either as a modifier of "He" in line 
7 (in which case "light" becomes a direct object of "lost"), or as 
referring to "light"— i. e., "and light being surprised by clouds."
1. 7* Commerce. Communion, intercourse. Cf. "To his Learned Friend
and Loyal Fellow-Prlsoner," 11. 11-16, and "The Starre," 11. 25-28.
1. 8. aire disguis'd. I. e., angels. Vaughan alludes here to the 
Renaissance concept that angels could appear to mortal- sight only 
when embodied in air, the element less pure than fire (the natural 
element of spirit), but purer than the other two. Bonne, "Aire and 
Angels," 11. 21-25 (Poems, p. 21) is cited by E. M. W. Tillyard in 
illustration of the concept (The Elizabethan World Picture ^ New York: 
The MacMillan Company, 1 9U j7» P* 39)*
1. 12. Nor home desir'd. I. e., nor desired home.
1. 16. this. Weariness, and the Redemption.
1. 18. I. e., to take us (who are sick), that would not take thee 
(who was sound). The line obviously reinforces the earlier reference 
to God's mercy, sick. This term recalls the theme of the first four 
lines.
Page 31* Mount of Olives.
Comment on this poem has been restricted mainly to observation of
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the possibility that "Chaire" in the last line is a punning allusion 
to one of the Welsh mountains. The meaning and artistry of the poem 
have received no significant attention, perhaps because, although 
it illustrates well Vaughan's usual structural and dialectical 
skill, it expresses no intense devotional rapture or profound reli­
gious idea. Its purpose is to affirm the superiority of sacred 
poetic subjects over secular; it is thus a religious occasional 
poem, an exercise on the orthodox Christian view of the relation of 
literature to religion and of the proper application of poetic 
talent. The thematic contrast is symbolized by rival hills— 1 Cotswold. 
and Coopers" on the one hand, the Mount of Olives on the other—  
and the poem's structural pattern reflects its logical emphasis on 
the latter. After the terse opening invocation, which dramatically 
points the direction of thematic development, stanza 1 inveighs 
against misapplication of language, its proper use being suggested 
negatively by the "Neglecting thee" of line 5. which anticipates 
the "deepe neglect" of line 12. The contrasting symbolic elements 
of stanza 2 are almost evenly balanced; lines 9-11 extend the argu­
ment of stanza 1, and a clear thematic shift is marked by the 
opening "But" of line 12. Hereafter, symbolism of the Mount predomi­
nates, and the argument is fully and positively stated. The 
apparent concession to neglect of the Mount (11. 13-16) is based 
on recognition of its superiority, and so contributes to and 
prepares for the affirmation of lines 17-19. which explicitly states 
the argument and is the thematic climax of the poem. Until now, the 
Mount's superior claim and the reasons for it have been only sug­
gested; but, the claim stated, the basis of it (briefly hinted at
l6l
in lines 1-2), is fully developed in the last five lines of stanza 3* 
The basis of the Mount1s superiority is further elaborated in 
stanza 4 by means of a witty paradox which involves "Chaire" but 
to which the possibility that Vaughan was thinking of Cader (see 
note, below) is not very material. The companion-word to "Chaire," 
the second element of the paradox, is "footstools" in line 26, The 
Mount was Christ's chair because he "sate" upon it (l, 2); since 
the Ascension His chair is, of course, the throne on the right hand 
of God, from whence the whole earth (of which the Mount of Olives 
is in fact as insignificant a part as "Cotswold, and Coopers"), is 
"but his narrow footstool©," The conclusion reinforces the theme 
with the subtly suggested, paradoxical implication that the Mount 
is greater than other hills, and greater than even the earth itself; 
it partakes more specifically in Christ's glory, because of its 
exceptional function during His sojourn here.
The success of the poem results from conjunction of the factors 
mentioned with Vaughan's reinforcement of the logical content by 
such rhetorical devices as appropriate manipulation of sound and 
consistent employment of conversational tone. In the first line and 
a half, repetition of s and assonance of open vowels help to produce 
an effect of light and elevation, as do the similar verbal features 
of the last three and a half lines. The mundane motif is embodied 
in the languorous accumulated l's of lines 2-4, while the predomi­
nance of short-voweled, monosyllabic words in lines 5-8. 13-14 
results in an emphatic staccato largely responsible for the tone of 
scornful rebuke. An impression of easy familiarity with sacred 
things stems from the diction, which in the main (and especially in
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the case of "Chaire") is the familiar, concrete language of ordi­
nary life; exceptions are the more lofty "Sweete, sacred" of line 
1 and "glorie" of line 23, and the deliberately artificial, "liter­
ary" terms "swaines" and "Lay" (11, 10, 14). This impression is 
assisted by the combination of speech rhythms with the natural 
syntax of conversation (except for a couple of mild inversions), 
and by the colloquial tone of "or call it what you please" (1, 6), 
which suggests, as does the whole first stanza, the tone of a man 
out of patience with folly.
11. 2-5. shall I . . . Neglecting thee? Two readings are tenable: 
1, Shall X grant language to love, and shall I idolize some shade 
or grove, while I neglect thee? 2. Shall I permit language to love 
and to idolize some shade or grove, while it neglects thee? By the 
first reading, Vaughan refers only to his own language, and so 
attributes to himself the "ill-plac'd wit," "braines fit," and 
"meere disease" of lines 5, 7-8 (cf. "Idle Verse"). By the second 
reading, he refers also to the language (and hence to the 
"ill-plac’d wit" etc.) of the "learned swaines" of line 10 (cf. "The 
Authors Preface," Martin, p. 388).
9. Cotswold, and Coopers. Chambers, op. cit., 300:
Cotswold Hills were famous for annual races and 
sports, carried on in the seventeenth century under 
the superintendence of Captain Robert Dover. They 
were sung of by Ben Jonson and a number of other 
poets in the Annalia Dubrensia (1636). Cooper's Hill 
was celebrated by Sir John Denham in his poem of 
that name, first published in 1642.
Martin, p. 731:
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See Annalia Dubrensia. Upon the yeerely celebration 
of Mr. Robert Dovers Ollmpick Games upon Cots­
wold-Hills . . 1636. But Vaughan was perhaps think­
ing of one poem only, Randolph . . . "An Eclogue on 
the noble Assemblies revived on Cotswold Hills, by M. 
Robert Dover."
1. 14. sheep. A derisive reference to the "learned swaines" of 
line 10, presenting them as the sheep of pastoral tradition, 
instead of as the more usual shepherds.
11. 17-18. Yet, if Poets . . . thou art their hill. I. e.. instead 
of Mount Helicon. But clear evidence that Vaughan's dedication to 
the Mount of Olives (or to sacred verse) was not yet intransigent 
is provided by his "To Sir William D'avenant, upon his Gondibert" 
(Marilla, p. 53)* This poem was without doubt written after "Mount 
of Olives" and, indeed, after the publication of the 1650 Sllex 
Scintillans. See Marilla's headnote on the poem and his note on 
lines 1-4 (pp. 24J4-245).
1. E5* this spacious ball. I. e., the Earth.
1. 32. Chaire. Hutchinson, op. cit., p. 23s * . there may be
an allusion to Cader Idris, or to Pen y Cader, the highest peak of 
the Black Mountains, Cader meaning 'chair1."
E. W. Williamson, Henry Vaughan (London: British Broadcasting 
Corporation, 1953)» P* 38s
If /Hutchinson/ was right in suggesting (p. 23) that
H. V.'s line treating the Mount of Olives as Christ's 
chaire may be an allusion to some Welsh hill called 
Cadeir, then the allusion must surely be to the double 
summit of the Brecon Beacons, Penyfan, and Comdu, 
known from Giraldus Cambrensis to Ben Jonson as "Cader 
Arthur" . . .
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So far as the poem is concerned, '‘throne" might have conveyed 
Vaughan's meaning just as well; but it would not have reinforced 
as well as "chair" the contrast between the mundane world and the 
world of glory, which comprises the motif of this stanza.
Page 32. The Incarnation, and Passion.
The harmonious blending of a functional structure with concrete 
imagery and precise expression makes this comparatively simple 
meditation one of Vaughan's outstanding lyrical pieces. The poem's 
effectiveness is due largely to the author's characteristic tech­
nique of achieving a gradual progression in thematic development and 
of maintaining a pattern of suspense which emphasizes the emergence 
of the main point at the end. At first glance, stanzas 1-2 appear 
to be devoted to the Incarnation, stanzas 3-^ to the Passion, and 
stanza 5 to an inference based on both; but this balanced structur­
al pattern is overlapped by a progressive pattern, more integrally 
related to the poem's thought, in which two thematic strands inter­
penetrate one another and converge toward a single point.
Suspense is maintained through the first three stanzas, and the 
theme is introduced by the question in stanza k, emphasized by 
briefer repetition in lines 17-18, and climaxed by the answer in 
the last two lines. The first two stanzas project in striking images 
God's embodiment in human flesh, and the third, the interment of 
this God-man after His crucifixion; but the images in which each 
phase of the theme is embodied are so elastic in symbolic meaning 
that constant parallels result in the absorption of each phase to 
the other and in the poem's achievement of a total unity of image
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and thought* The obvious dependence of Christ's crucifixion upon 
His incarnation is less significant here than the identity of the 
two as acts of love, this identity being projected by parallel 
images of the paradoxical reduction in status involved in each act* 
The images used in the third stanza to symbolize Christ's death 
might be used as appropriately in the two preceding to symbolize 
the incarnation, and images in those might be transposed to the 
third with no violation of logic. As a result of this unity of 
imagery, the questions which bring out the theme in lines 13-18 
refer to both events, and the concluding answer explains both in 
the orthodox way.
Page 32* Vanity of Spirit*
Apart from Professor L. I. Martz's interesting discussion of its 
resemblances to meditative exercises of self-knowledge (The Poetry 
of Meditation /New Havem Yale University Press, 195ff7* PP» 150-152), 
comment on this poem usually refers to it as evidence of Vaughan's 
interest in the Hermetic doctrine of God's immanence and in the 
corollary study of the "Book of the Creatures" as a means of acquir­
ing spiritual insight. No less important, however, is its projection 
of his frustration and dissatisfaction in this study (significantly 
emphasized by the title), by which he implicitly asserts the tran­
scendence of God and removes himself far from any Pantheistic or 
Deistic glorification of nature. Line 6 identifies the terrestrial 
world (the domain of nature) as "Corruption" and emphasizes its 
inferiority to the concentric spheres of the celestial world which
166
encircle it. The poet's seeking in nature for "some part" of God's 
"great light" is based on the conception that the Divine Essence 
was diffused in steadily diminishing proportions down through the 
whole Chain of Being; but his diligent search is rewarded by only 
the merest glimmering of light which soon exhausts itself. His de­
jection ("It griev'd me much") and the paucity of his reward are 
both dramatically intensified by his concluding assertion of will­
ingness to "most gladly dye" in order to obtain a mere "one half 
glaunce" of the transcendent Godhead, Line 30 explains his frus­
tration by extending to include the whole.terrestrial sphere the 
Platonic conception of the body as a veil. Thus the poem's major 
emphasis falls, not on the spiritual luminosity of nature, but on 
its obstructive grossness.
Recognition of the poem's important theme only emphasizes the 
need for adequate treatment of its artistic features. Indication of 
the author's concern for effective expression is provided by his 
careful arrangment of decasyllabic and octosyllabic lines in groups 
of two and six respectively— apart from the functionally signifi­
cant variation at the end. The long lines consistently project the 
speaker's hope of obtaining some perception of the Godhead, and 
their swelling effect intensifies the expression of his mood. These 
lines are further emphasized by their coupled rhymes and by being 
either end-stopped or slowed by a line-end pause. By contrast, in 
the short lines, which express a progressive dissipation of his 
optimism in disappointment, the precise, weighty effect of the 
coupled rhymes is diminished by frequent running-on of the sense,
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and the lines are rendered choppy and irregular in movement by 
varied placement of internal divisions.
Diagrammatically portrayed, the poet's mood begins at a low point, 
rises-progressively upward despite several setbacks, and finally 
plunges to a lower level than at first. The first line describes 
him as "Quite spent with thoughts," the implication here (borne out 
by subsequent developments) being that he leaves his "Cell" because 
he is frustrated in his effort to know God— presumably through 
study of the "Book of God"— .and that he goes out among natural scenes 
in order to seek Him in the "Book of Nature." Lines 3-7 exemplify 
a characteristic use of suspense, emphasizing the poet's problem 
by repeating related questions which anticipate his explicit state­
ment of the problem in lines 7-8. Lines 9-28 develop the theme by 
dramatizing his attempt to resolve the problem by means of two 
techniques— studying the Book of Nature, and piecing together 
broken "Hyerogliphicks." These techniques are probably cognate, if 
not actually identical, for, in the conception underlying the first, 
nature was seen as a divine hieroglyph. A bridge between them is 
established by lines 14-21, in which the poet's self-knowledge (the 
only product of his first study) is presented as a necessary and 
effectual aid to his second attempt. (This interpretation is sup­
ported by line 28, where "That little light" recalls the "Weake 
beames, and fires" of line 19). The bottom of the first trough is 
reached in line 14, but then begins a rising movement corresponding 
to the hopeful mood created in the poet by his achievement of some 
measure of self-knowledge. The decasyllabic couplet (11. 17-18)
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emphatically projects this achievement, but lines 19-20 stress its 
comparative insignificance and lead to introduction of a second 
approach to the problem. The explicit expressions of lines 25-27 
carry his optimism to its height, and this development emphasizes 
by contrast the immediately juxtaposed statement of conclusive 
failure; further functional emphasis is achieved by Vaughan's modi­
fication of the poem's regular pattern to express his dejected 
mood in eight short lines instead of six. This dramatically empha­
sized theme of the poet's complete frustration subtly prepares for 
the concluding paradoxical resolution of the problem, in which his 
quiet resignation of hopes formerly entertained is expressed in 
terms that suggest his recognition of a new hope residing in his 
ability to achieve a transcendent spiritual vision by transcending 
nature.
I. 6. this glorious Ring. The expression continues the idea of 
"spheres” in the preceding line; cf. "To Amoret, Walking in a 
Starry Evening," 1. 7* "the vast Ring."
II. 9-10. I summon'd . . .  touch'd before. E. I. Watkln, Poets 
and Mystics (London and New York: Sheed and Ward, Inc., 1953)» 
p. 290: "Surely original experiments." But the poem is obviously 
allegorical, and such a literal interpretation of these lines, 
though tenable, is by no means necessary, especially since they and 
lines 11-13 clearly echo a passage in Thomas Vaughan (Martin, p. 732).
1. 17 • Here. I. e>. in "my selfe" (l. 15). this mighty spring.
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I. b., the Godhead. The term corresponds to "his great light" (l. 8).
11. 22-24, A peece . . . scarce rememtored. Hutchinson, op. clt.. 
p. 24:
There may be another reminiscence of childhood 
in the poem "Vanity of Spirit" . . . .  An old 
cromlech, named Ty Illtyd (home of St. Illtyd), 
remains on the hill in Llanhamlach, the next 
parish to Llansantffraed; it consists of three 
upright stones with a slanting fourth stone for a 
roof, covered with rude crosses, circles, and 
other "hieroglyphics."
As Martin suggests (p. 732), the imagery here may be drawn partly 
from the cromlech; it refers generally to esoteric knowledge, and 
perhaps specifically to the Hermetica or, as I suggest above, to the 
Hermetic conception of nature as a divine hieroglyph.
1. 28. That little light I had was gone. This glances back at lines 
19-20, and anticipates the reference to night in line 31*
1. 31* night. I. e., life, for the poem is set in "the early day" 
(1. 2).
1. 33* I'le disapparell. The imagery here is based on the Platonic 
conception of the body as a coarse garment covering the soul, and 
so carries on the image of "these veyls" in line 30* Compare "The 
Burial Of an Infant," 1. 12: "unswadle death," and "Ascension-Hymn," 
1. 6: "Who will ascend, must be undrest" (Martin, p. 482).
Page 33* The Retreate.
Blunden, On the Poems of Henry Vaughan, p. 26:
/There isj a general strange correspondence between 
the essay /Lamb's "The Child Angely and the poem;
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y e t  n o t so c tra r .e e , f o r  w^at was E lia  a ls o  by 
h is  own co n fess io n  b u t a nan ir. ! ove w ith  h is  
childhood?
E liz a b e th  H ollies, Henry Vaughan and th e  Herme t i c Philo so p h y , p . 2 11
In  both  prose and p o e try  /T ra h e rn e / d e p ic ts  
such a s t a t e  as Ya\ighan r w',rres a f t e r  a d i f f e r e n t  
fa sh io n  ir. "The R e trea te "  ; b u t w hereas Vaughan. 
f e e l in g  h im se lf  a l ie n a te d ,  longs to  " tra v e l!  
b ack ,"  T raherne claim s to  have a t ta in e d  again  
and to  er.-ioy,
J .  3 . L e is h ra n , The M etaphysical P o e ts , n r .  167-168:
Only in  th e se  two poems /"T he R etro a te"  and 
"C h ild e -hood/7 does Vaughan re v e a l  to  us t h a t  
he has made th e  new and t h r i l l i n g  d isc o v e r1/  c f  
th e  d iv in i ty  o f ch ildhood—t h a t  d isco v e ry  which 
forms th e  b a s is  o f  a l l  th e  th ln b i rp  o f h is  con­
tem porary  T raherne. To be a b le  to  look  upon 
th e  w orld  as som ething w onderfu lly  f re sh  and 
b e a u t i f u l  and f a s c in a t in g ,  to  f e e l  t h a t  i t  a l l  
belongs to  you and y e t  to  have no d e s ir e  to  
c a l l  any th ing  in  i t  you r own, b u t to  be co n ten t 
to  p o ssess  i t  by lo v in g  i t  and u n d erstan d in g  i t ,  
and th u s  to  c re a te  in  you r own mind a second 
c re a t io n  more g lo rio u s  th an  th e  f i r s t  . ■ • 
t h i s ,  d e c la re s  T raherne, i s  th e  s e c re t  o f  c h i ld ­
hood, and we must re c a p tu re  i t  i f  we a re  to  
a t t a in  t r u e  f e l i c i t y .
Jean B en n e tt, Four lie ta n h y s ic a l P o e ts , pp. 83-8^:
Like W ordsworth, Vaughan i s  tem pted to  lo ck  
back to  h is  ch ildhood w ith  r e g r e t ,  because to  
bo th  p o e ts  i t  seems t h a t  c h ild re n , l i k e  s ta r s  
o r  f lo w e rs , f u l f i l  th e  law  o f t h e i r  b e in g  un­
co n sc io u sly  and in e v i ta b ly .  The though t ex­
p re ssed  in  V aughan's R e tre a t i s ,  as has o f te n  
been p o in ted  o u t,  s im ila r  in  some re s p e c ts  to  
th e  th o u g h t in  W ordsw orth's In tim a tio n s  o f  
Im m o rta lity ; t h i s  i s  due to  an e s s e n t ia l  s im i­
l a r i t y  in  th e  ou tlo o k  o f  th e  two p o e ts .
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Itrat-Husain, The Mystical Element in the Metaphysical Poets, p. 223:
/Vaughan's/ conception of childhood is quite 
different from that of Wordsworth, who did not 
relate the passing away of the glory, or the 
fading away of the glimpses of the "celestial 
home," to the Fall or the Christian conception 
of "grace." He could not find consolation, like 
Wordsworth, in the strength of the "philosophic 
mind"; for Vaughan did not think it possible to 
achieve any philosophic calm without the help 
of Divine grace. Wordsworth's conception of 
childhood is purely romantic, and based on the 
Neo-Platonic theory of the pre-existence of the 
soul, while Vaughan's idealization of child­
hood, as a state of innocence and purity, has 
its roots in the Christian conception of grace.
Mahood, Poetry and Humanism, pp. 293-29^ :
The Romantic poets, for their part, have much 
to say about the age of innocence; but Vaughan's 
handling of the theme is totally different from 
theirs. The Retreate expresses more than the idea 
that children, being closer to eternity than their 
elders, are able to view the things of time by its 
light. It also affirms the belief that the grown 
man can re-enter this state of felicity, because 
"this life to Vaughan is like a great circle; 
birth and death begin at the same point."
Bethell, The Cultural Revolution, p. 155*
To me it seems that childhood is only one of 
several symbols employed by Vaughan (with good 
scriptural warranty) to express that innocence 
and intimacy with God which he knew could be 
attained only through the gate of death.
This poem has long enjoyed an exceptional degree of popularity 
quite disproportionate to its relative artistic value, largely, it 
seems, because it was presented by Vaughan’s early commentators 
under the dubious aegis of Wordsworth's "Ode on Intimations of 
Immortality." For many years its supposed close resemblance to 
Wordsworth's popular ode was thought to provide conclusive proof of
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the otherwise poorly supported theory that Vaughan significantly 
influenced the Romantic poet. But though, such is the power of 
tradition, it persists yet, this theory was effectively exploded 
some quarter century ago by Hiss Helen McMaster's ''Vaughan and 
Wordsworth," RES, XI (1935). 313-325. Since then, the romantic 
view of this poem has suffered further eclipse as scholars have 
sought painstakingly to place it in its historical perspective and 
extricate Vaughan's attitude to childhood from its incongruous 
association with Wordsworth's; the most important of these studies 
are L. C. Martin, "Henry Vaughan and the Theme of Infancy," in 
Seventeenth Century Studies Presented to Sir Herbert Grierson, ed. 
John Purves (Oxford* The Clarendon Press, 1938), pp. 24-3-255. and 
Merritt Y. Hughes, "The Theme of Pre-existence and Infancy in The 
Retreate,1 PQ, XX (194-1), 484-500* It is now sufficiently clear that, 
although both compositions employ the Platonic concept of the soul's 
pre-existence, Vaughan's Idealized portrait of childhood functions 
as an image of the regenerate soul— of the soul possessed of divine 
and decidedly Christian grace. A corollary of this effort of expli­
cation, however, has been an intense concentration on the poem's 
statement and a corresponding disregard of that statement's 
artistic expression. This inattention may be held partly responsible 
for persistent confusions about what the poem says, for its theme 
evolves gradually through subtly interrelated images fused by means 
of an implicit allegory which has not yet been the subject of 
critical comment, although it provides the surest available guide 
to the poem's meaning.
The precise, epigrammatic quality of the lines stems from Vaughan's
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smooth, taut handling of the octosyllabic couplets, and imparts to 
his expressions a singular clarity which effectively supports the 
theme. The poem's impact is further enhanced by its richness in 
intense, concrete expressions which by their vivid suggestions of 
light endow the poem with an appropriate luminous quality. No less 
effective, however, in producing the total impression, is the poem's 
broadly balanced structure, the coherence of which is reinforced 
by much internal balance and parallelism. In order to project his 
theme, the poet elaborates a single conception— the innocence of 
childhood. In the main, lines 1-20 define this conception and lines 
21-32 present the poet's thoughts upon it; but there is considerable 
overlapping between these two major components, and the second part­
ly recapitulates the first, besides projecting allusively the 
allegory in terms of which the symbolic significance of the former 
image of childhood may be understood most clearly. A consistent use 
of balance and parallelism may be found in the first paragraph. In 
characteristic fashion, the opening couplet dramatically introduces 
the theme by presenting an intense image of childhood and announc­
ing emphatically the poet's attitude. Subsequent lines develop this 
attitude through the connotations of imagery and through their 
forceful projection of the unfavorable contrast to childhood inno­
cence provided by the poet's present spiritual state. This definition 
of attitude, then, is an aspect of the first paragraph's achieve­
ment of its primary aim— projection of childhood innocence as an 
image of spiritual grace. Lines 3-6 develop this image allusively, 
and by their technique of negative definition suggest the contrast­
ing sinfulness of the man; thus they foreshadow lines 15-18. which
1?4
employ negative definition to project that sinfulness more empha­
tically. This relationship of lines 15-18 to lines 3-8 is reinforced 
by their duplication of the earlier passage's balanced clausal 
pattern and of the words that introduce each clause ("Before . • . 
Or").
Between these two parallel four-line passages intervene two 
others (11. 7-10, 11-14), in which the same duplication of balanced 
clauses and introductory words may be observed. The first develops 
the initial image of childhood innocence by elaborating the sug­
gestion in lines 3-4 of the soul's pre-existence in a purely spirit­
ual world* Lines 5-6 have attributed the child's possession of 
grace to his sinlessness, and their conjunction with lines 3-4 
implies that this innocence is due to his lack of knowledge of the 
world. (The implication here is reinforced by the significant sug­
gestion-residing in the repeated "taught" of lines 5t 15--that 
the individual's sin and consequent loss of grace result from his 
wilful indulgence of an inherently perverse nature). Lines 7-10 
project these suggestions more emphatically by attributing the 
child's grace to the fact that he has not progressed in life very 
far from the spiritual world in which his soul pre-existed. Implied 
here is the child's retention of some knowledge of that world and 
consequently of some capacity for spiritual insight. This impli­
cation is elaborated in lines 11-14, which present (in parallel 
structure) a parallel conception of the child's nearness to God by 
projecting his capacity to perceive the Divine Spirit immanent in 
nature. Such capacity to decipher nature's divine hieroglyphics was 
contingent, we must remember, not merely upon the individual's will,
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but partly upon an infusion of God's grace which was itself 
dependent on his relative regeneracy— this contingency being sug­
gested here by the implication that the child's insight has been 
lost along with his innocence. Thus the initial image of childhood 
("Shin'd in my Angell-infancy") has been developed as a state of 
grace characterized by sinlessness (a result of ignorance), and by 
a consequent spiritual insight exemplified by vibrant sensitivity 
to natural emanations of the Godhead, Lines 19-20 complete the bal­
anced structure of this paragraph by presenting a vivid image of 
childhood parallel to that in lines 1-2, This image compresses the 
foregoing exposition of theme, intensifying pervasive suggestions 
of the child's spiritual kinship with the eternal world by pro­
jecting emphatically the irradiation of his mortal part by the 
luminous spirit.
The poet's intense expression, at the beginning of the second 
paragraph (11. 21-22), of desire to recover the qualities attri­
buted to the child by the first, stems from the vigorous account in 
lines 15-18 of his loss of innocence and consequent loss of spirit­
ual insight through his sinful indulgence of an innately perverse 
will. Lines 21-22 are parallel, as an expression of nostalgia, to 
lines 1-2, but the object of that nostalgia has been significantly 
developed and should be identified, not merely as childhood, but as 
the state of spiritual regeneracy projected by the image of child­
hood. Line 23 emphatically repeats the poet's desire to recover 
this state, and lines 23-26 recapitulate the former account of it 
in lines 3-l^ » But again there is significant modification of empha­
sis: "That shady City of Palme trees" is an image of the heaven
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toward which the Christian pilgrim travels, and only sheer inat­
tention to the conceptual milieu of the poem could produce over­
sight of the parallel between this image and that by which the 
pre-existent soul's former home is projected in line 10, or its 
even more obvious parallel with the "eternity" of line 14. The 
spiritual world from which (according to the Platonic doctrine of 
lines 7-10) the soul has come, the eternal world of which (accord­
ing to the Hermetic doctrine of lines 11-14) it can perceive "some 
shadows" in nature, and the heaven which (according to the 
Christian doctrine of lines 23-26) the "Inlightened spirit" can 
see, are all completely fused in this poem's subtle synthesis. %  
reason of Vaughan's now fully developed emphasis on the last, his 
expressions of "nostalgia" emerge as patent expressions of his 
intense longing for salvation— of his desire to be numbered among 
the living on the Last Day.
This emphasis makes functionally effective the poem's pervasive 
suggestions of progress through life conceived as a journey: "my 
second race," "I had not walkt above/A mile, or two," "travell 
back/And tread again that ancient track." These suggestions are now 
consolidated, and so yield the full traditional image of the 
Christian life as a pilgrimage to the city of heaven. The road lead­
ing thither is of course the path of righteousness, and that, clear­
ly, is the path denoted by "that ancient track." Continuing the 
idea of pilgrimage, lines 27-28 denote that Vaughan is on the wrong 
path, thus recapitulating lines 15-18 and projecting emphatically 
the suggestion of lines 21-22 that he is hampered in his struggle 
to regain the right one by a spiritual weakness resulting from sin.
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Line 31 looks forward to the end of his earthly journey, and the 
paradoxical insistence in lines 29-32 that he must progress by 
"backward steps" projects the obvious idea that in order to reach 
the goal of his spiritual pilgrimage he must travel the road lead­
ing to it, and the corollary (and quite as obvious) idea that he 
must retrace his steps in order to recover the path of righteous­
ness from which he has gone astray. His projection of this "retreat" 
as a return to childhood must of course be understood in terms of 
the symbolic function of the image of childhood, A careful reading 
of the whole poem compels us to identify its theme with that of 
Christ's saying about little children, which might fittingly serve 
as its motto and very likely prompted its composition. In both 
matter and method the poem may be compared more appropriately to 
Pilgrim's Progress than to anything produced in the Romantic period 
or to the rather eccentric effusions of Traherne.
(Title). Cf, "Retirement," 11. 29-33 (Martin, p. 463)*
If then thou would'st unto my seat,
'Tis not th'applause, and feat 
Of dust, and clay 
Leads to that way,
But from those follies a resolv'd Retreat.
1. 4-. my second race. Cf. the allusions to the Platonic doctrine 
of pre-existence in "To his friend-— ," 11. 67-68, and "The Burial 
Of an Infant," 11. 5-6.
1. 13. those weaker glories. I. e., weaker than "his bright-face" 
and than "eternity" (11. 10, 14-), The idea is carried on by 
"shadows" in line 14-.
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11. 1-20. Happy those early dayesl . . . shootes of everlasting-
nesse. There is nothing here to justify the frequent suggestion
that Vaughan implicitly denies the doctrine of original sin by
presenting an idealized view of childhood approaching a Rousseau-
istic conception of innate goodness. It would never have occurred
to Vaughan (or, for that matter, to any of his contemporaries)
that the child's inherited guilt had not been cancelled by baptism.
Cf. "The Water-fall,1 11. 23-26:
0 useful Element and clear1 
My sacred wash and cleanser here, 
first consigner unto those 
Fountains of life, where the Lamb goes?
With the pervasive insistence that the child was innocent only
"Before" he "taught" himself how to sin, compare "The Burial Of an
Infant," 11. 5-8:
Sweetly didst thou expire: Thy soul 
Flew home unstain'd by his new kin,
For ere thou knew'st how to be foul,
Death wean'd thee from the world, and sin.
1. 22. that ancient track. Compare the reference to the "ancient 
way" of righteousness in "The Resolve," 1. 22 (Martin, p. ^3M.
1. 2^ * Where first I left my glorious traine. Cf. "Mans fall, and 
Recovery," 11. 9-10 (Martin, p. 4ll): "I've lost/A traine of lights."
1. 26. That shady City of Palme trees. Cf. "Joy of my life! while 
left me here," 11. 27-28: "that Cities shining spires/We travell 
too." Mahood, Poetry and Humanism, p. 29^ :
This . . . line is a highly emotive echo from 
the biblical account of the death of Moses, who 
was granted one sight of the Promised Land and 
"Iericho, the citie of palme trees." In its con-
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text in Vaughan's poem, it points to the vital 
difference between the Baroque and the Romantic 
poets' treatment of the theme of estrangement.
For Vaughan, life is not the exile by the waters 
of Babylon that it seemed to Christina Rossetti; 
it is a pilgrimage to a known shrine, the 
.journey into the Promised Land.
11. 27-28, But (ahl) my soul , . . staggers in the way. Bethell, 
The Cultural Revolution, pp. 137-138:
The Retreat . . . has a couplet in which the 
familiar illustration produces the arresting,
"shocking'1 effect of a true conceit . . . .  This 
is typical of the involved wit of the seventeenth 
century. Drunkenness, essentially a corporal 
failing, is ascribed to the soul; a very vulgar 
sin is used to express the impurity of a fairly 
advanced spiritual state: the soul longs for 
eternity with God, but life in the world has 
marred its singleness of purpose. And implicit in 
the image is the traditional figure of the world 
as an inn: in this case the pilgrim has rested 
too long and too liberally refreshed himself.
11. 15-32. Before I taught . . . I came return. In theological 
terms, this passage expresses Vaughan's achievement of Repentance; 
the "retreat" itself should be regarded as Purgation.
Page 34. /Joy of my life I while left me herej 
Although this poem was, it seems, prompted by the death of the 
poet's younger brother William on July 14, 1648, it is in no way an 
expression of grief. The opening lines vividly project his joyful 
remembrance of his brother when alive, and thus establish power­
fully the mood of joy that pervades the whole composition. This 
sublimation of intense sorrow is explained by the suggestion in 
“while left me here" of the poet's glad acceptance of God's will, 
and by the expression in lines 3-8 of assurance of his brother's
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salvation. This assurance is the basis of the entire theme, for 
Vaughan transforms his initial personal reflection into a meditation 
on providence and salvation by means of the concept that his 
brother's soul now participates with the rest of "Gods Saints" in 
providing spiritual guidance to the living. He incorporates this 
concept in the basic allegorical structure of the poem, provided 
by the traditional image of Christian life as a pilgrimage toward 
the city of heaven (1. 27); by this means he projects a continuance 
of his former close spiritual communion with his brother (that com­
munion being now elevated and sanctified), and at the same time 
objectifies his personal emotion and organizes its expression with 
optimum coherence. The theme receives significant support from the 
singularly luminous, radiant quality of the language, resulting 
from Vaughan's consistent use of appropriate images of the spirit­
ual world* "Stars," "twinkling ray," "shining lights," "Candles," 
"beams," "Pillar-fires," "shining spires." These images of light 
shine the more brightly because they are set off by the stark con­
trast of the terrestrial world, projected chiefly by the repeated 
"night" and "dark" in the second and third stanzas. The poem's 
simple, direct statement makes for effectively lucid expression, 
and is reinforced by the rapid flashing quality of the unusually 
short lines, which are saved from a possible choppy, jolting effect 
by frequent running-on of the sense from line to line.
Lines 3-*h which initiate the allegory, express forcefully the 
poet's belief in his continued spiritual relationship with his 
brother and the jqy which results from that belief; the implicit 
basis of thought here is a faith in his brother's salvation, pro-
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jected emphatically by lines 5-8* which universalize his reflections 
and so prepare logically for the subsequent development of theme.
The second stanza elaborates the idea in lines 3-^ and objectifies 
it by presenting in vivid contrasting images the allegory of pil­
grim and guide. Line 17 explicates this allegory by identifying 
the referent of "Stars" (l. 9)* and the third stanza emphasizes the 
theme by repeating in parallel imagery the idea of the second. Sig­
nificant variations, however, are the sense of assurance and safety 
(in vivid contrast to the intense suggestions of danger in lines
18-20) resulting from the familiar comparison which comprises the 
conceit of lines 21-2^ , and the sense of progression resulting from 
the allusion here to the end of the pilgrimage. The final stanza 
further intensifies the theme, presenting in lines 25-28 two images 
parallel to those in lines 9 and 17, and explicitly reinforcing 
former suggestions of progress; lines 29-32 emphatically summarize 
this progress by juxtaposing vivid images of man's initial loss 
and eventual recovery of paradise.
1. 1. Joy of my lifel Chambers, Poems of Henry Vaughan, i, 301s
This jj*Thou that know'st for whom I mourned is one 
of a group of poems in the first part of Silex Scintil- 
lans. which all seem to refer to the same event— the 
death of a brother. Another is Silence and Stealth of 
Days . . . .  And to the same occasion 1 ascribe Come. 
comet what do I here. Joy of my life, while left me 
here • • . and I walked the other day to spend my hour.
Hutchinson, Henry Vaughan, pp. 95-96, 195s
One of the most striking features of the first part 
of Silex Scintillans is the series of elegies, with no 
title but each headed with a pilcrow or paragraph-mark.
They commemorate the premature death of a younger 
brother . . . .  His Christian name and the date of his
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death have become known through Miss Morgan's 
discovery of litigation about the purchase of 
materials for a shroud ordered by Thomas 
Vaughan senior on 14 July 1648 for his son 
William, • • • Miss Guiney was at one time in­
clined to think that the poem beginning "Joy of 
my life! while left me here, And still my Lovei" 
in the Silex of 1650 commemorated the death of 
Vaughan's first wife Catherine . . . .  The words 
are more appropriately used of a wife than of a 
brother, however beloved. But this poem of 
Vaughan is not only preceded by two poems which 
clearly refer to a brother, but is followed, 
after two /sic7 intervening poems, by another 
elegy written "Twelve hundred houres" since the 
brother's death . . . .  There are, however, some 
good reasons for thinking that Catherine Vaughan 
died between the publication of the first and 
second parts of Silex Scintillans.
11. 3-^ * How in . . . from above1 As the next four lines indicate, 
the general idea here is that the apotheosis of William's virtuous 
life provides a shining example for his brother to follow. But the 
idea of the Guardian Angel is implicit, as also is the astrological 
concept of stellar influence on terrestrial creatures— an implication 
which is intensified by the symbolic use of "Stars" in line 9*
11. 5-8. A life . . . never ends. Paraphrased: "A virtuous life 
exemplifies this truth: after death it continues in the eternal 
spiritual world, and in the world of the living by reason of its 
effect as a guide and an example."
1. 21. these. The antecedent is "Gods Saints" of line 17.
1. 24. Bed. This is one of many instances in Vaughan's poetry 
(secular and religious) of his use of this image for the grave.
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Page 35* The Storm.
The theme of this poem is the same as that of "Love, and Disci­
pline"— the value of affliction as a means of spiritual regener­
ation. This idea does not emerge until the third and final stanza, 
suspense being carefully maintained through stanzas 1 and 2, which 
elaborate the image in terms of which the theme is conveyed. Indeed, 
the structure reflects the pattern of Christian meditative exer­
cises (see Martz, The Poetry of Meditation); the composition and 
analysis of the image are telescoped in the first two stanzas, and 
the third represents the poet's colloquy with God. The basic image 
comprises the popular macroeosm-microcosm analogy between a storm 
in nature and the storm of human passion, but Vaughan renders both 
terms of the analogy more concrete by specifying a further analogy 
between the redness of blood (the agent of the passions) and the 
redness of the stormy water. The logical content of these stanzas 
is skillfully reinforced by an effect of massive force resulting 
from the use of run-on lines and appropriate diction. The establish­
ment in the second stanza of a contrast between the river (or sea) 
and the poet completes the initial definition of the basic image 
and prepares for its didactic use in the final stanza. The terms 
of the contrast obviously justify employment of the storm as an 
image of affliction, and the analogical use of images of wind and 
rain to exemplify repentance.
1. 1. use. Martin, pp. 733-73^ *
Miss Guiney was for some time inclined to believe 
that "use" was a printer's error for "Usk," an emen­
dation proposed independently by Sir Edward Marsh in 
T. L. S., 19 July 19^ 7* Miss Morgan, supporting her
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friend's conjecture, wrote to her on 29 July- 
1907, with reference to "red" in 1. 4, "There 
have been the reddest of red floods in the Usk:
I never saw him redder . . . .  In Welsh rivers 
are masculine." "use," however, makes good sense 
with the obsolete meaning of a moral or appli­
cation. See 0. E. D. s. v. l6d, quoting South, 
Serm. 43: "I proceed now to the Uses which may­
be drawn . . . ." Vaughan may have been im­
pressed by the sight of a storm at sea under a 
reddish sky, and moralizes thereon.
Martin is right in pointing out that the emendation is not re­
quired, and his alternative suggestion of a storm at sea is quite 
admissable. In fact, lines 1-4 seem to support it, implying that 
"he" is neither shallow nor bounded; the antecedent of the pronoun 
could well be "Sea" in line 2. A further objection to the proposed 
emendation is that, even if we suppose the' basic image to be the 
Usk in flood, omission of a definite reference is quite consistent 
with Vaughan's customary reliance on implication.
11. 15-16. But still . . . in my bloud. The figure here antici­
pates the subsequent explicit reference to "this Recluse/Which 
sinfull ease made foul" (11. 21-22).
1. 23. wind, and water. These are symbols respectively of the 
sighs and tears of repentance, formerly suggested by the analogous 
terms in lines 17, 19-20.
Page 35* The Moming-watch.
This poem has long been recognized as Vaughan's outstanding 
lyrical achievement. Brief discussions of it by various commen­
tators have provided valuable insight into several features,
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especially its indebtedness to Herbert. Recently, Professor Conrad 
Hilberry has contributed a useful explication of the poem to The 
Explioator, XIV (April, 1956), Item 44, and Professor E. C, Pettet 
has devoted a whole chapter to its interpretation and evaluation 
in his Of Paradise and Light, pp. 119-137- My projected analysis 
of the poem having been thus largely anticipated, it seems that 
the reader's understanding and appreciation would not be assisted 
significantly by my adding to this comprehensive treatment an 
elaborate discussion of my own. I shall therefore content myself 
with a few notes and a brief discussion of an important facet of 
the poem which has not yet been properly considered.
Pettet comments on the poem's rhetoric (p. 125)i
So far as sound texture is concerned the promi­
nent alliteration usually pleases and sometimes 
concentrates attention, while now and then there 
are some satisfying, more delicate internal al­
literations—  as of the 1 consonant in . . . /ll.
3-67. On the other hand, there is very little 
chiming and patterning of recurrent vowels, nor 
does the sound ever serve, in any notable way, to 
suggest or reinforce meaning or sense-impression.
The rhythm, too, lacks any subtlety or particu­
larly suggestive effect.
The last sentence seems contradicted by his further remarks on 
the rhythm (pp. 126-127 )'•
Part of Vaughan's success lies in his resourceful 
variations of phrase and cadence. One has only to 
compare the diverse rhythms of the pairs of long 
lines to appreciate this. Again, there is much skil­
ful, and satisfying, enjambement between the long 
. and short lines. But chiefly he avoids the worst 
kind of metrical artificiality because the rhymes 
and shortened lines are never in control, as they 
might so easily be; they are crossed with, and sub­
ordinate to, fluent speech rhythms and constructions.
This rhythmical achievement is particularly notice­
able in the sections of shortened lines, where the
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dangerously brief phrases and the close proximity 
of rhyming words rarely impede the sustained flow 
of the poem.
The subtlety and suggestive effect of the rhythm may seem thus 
adequately vindicated. But (especially since the qualities here 
denied this poem are prominently exhibited in earlier compositions) 
it is as well to stress the marked contrast between the hectic, im­
petuous rhythms of the short lines, in which Vaughan projects a 
mass of imagistic and thematic details, and the solemn pomp of the 
massive, extended rhythms of the long lines, in which he summarizes 
these details in comprehensive images. The two opening exclamations 
dramatically announce the theme like repeated trumpet calls, and 
then the poet develops their emphatic statement into the swelling 
dignity of "with what flowres,/And shoots of glory, my soul breakes, 
and budsi1 Graphically depicted, the rhythm describes a perfect 
curve: lifted by the long, open, heavily stressed vowel in "flowres," 
it is vigorously impelled by the arrow-swift "shoots" to the climax 
in "glory"~the substitution of a trochaic foot here being an im­
portant metrical device by which this effect is achieved. The fall­
ing rhythm in the rest of the phrase is kept firm by the poet's 
further modification of the basic meter in order to provide an unex­
pected heavy stress on "breakes," which has the desirable effects 
of emphasizing this key verb and of toughening the line through 
the resulting conjunction of two heavily stressed monosyllabic 
words* A similar rhythmical (as well as syntactical) pattern is 
discernible in "In what Rings./And Hymning Circulations the quick 
world/Awakes, and sings"; but here, instead of allowing the rhythm
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to subside after "Circulations.1 Vaughan begins a new, contrasting 
pattern, the rapidity of which (appropriate to the sense) results 
from the monosyllabic diction (contrasting with "Hymning Circu­
lations") . the easy articulation made possible by the sequence of 
sounds ("the quick world Awakes"), and the conjunction of heavy 
stresses in "quick world." Doubtless the reader will easily perceive 
the appropriateness of the rhythmical pattern in the poem's climax:
Thus a l l  i s  h u r l 'd  
In  sa c re d  Hymnes. and O rd e r . The g re a t  Chime 
And Symphony o f  n a tu r e .
The question of Vaughan's manipulation of sound, however, is still 
left in confusion. This needs to be cleared up, if only because an 
ability to use sound effects "to suggest or reinforce meaning or 
sense-impression" is likewise an outstanding feature of the artistic 
skill exemplified in the author's early poems. I have already pointed 
to the way sound reinforces meaning in lines 10-11; quite as sig­
nificant is the internal near-rhyme in the passage just quoted: 
"Order-nature." This has the important function of emphasizing the 
apposition (syntactical as well as rhythmical) of the two large com­
ponents of this passage, as well as of marking definitely the end 
of each. As for the chiming and patterning of recurrent vowels, it 
pervades the whole sound texture of the poem. First, we may note 
the near-rhyme of "Joyes-flowres" in the first line, and then ob­
serve how cognate vowel sounds recur: glorr. soul, long, houres, 
Through, shrouds. Clouds. Blouds. world, falling. all. Adore. 
hurl'd. Order— and it goes on. Then we may point to the short, 
closed i-sound in "Spirits" and "Rings" (1. 9). and watch as the
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poet carries it through with Hymning. quick, sings, rising and 
falling (suffixes), springs, things, him, in, is. Hymnes, and, as 
we do so, observe the subtle echo in "falling-all things" (11. 
13-1 )^. In the poem's last section (11. 23-33) we cannot overlook 
the internal rhyme of "sed-shed" (11. 25-26) nor the continual 
assonance of the long, open i-sound: climbe. lye, night, like, 
light, shine. my, hide, life, abide. Were it not for the extremely 
complex aural texture, the poem would assuredly not exercise the 
evocative power that it does, and which in fact accounts largely 
for its high estimation as a lyric.
11, 1-7. with what flowres , . . fell on my Breast. Holmes, Henry 
Vaughan and the Hermetic Philosophy, p. 17*
. . .  he could experience an ordinary awakening 
from sleep as a kind of re-birth . . . and feel that 
in sleep some process of purification, of reinte­
gration at a primal source, had been at work upon 
him.
11, 8-9. 0 how it Blouds,/And Spirits all my Earth1 Mahood, 
Poetry and Humanism, p. 25^ 5
"To blood" would, to an Englishman, mean "to let 
blood; to bleed." But Vaughan's usage is quite in­
dependent of this customary meaning.
Kermode, "The Private Imagery," 2075
/This passage7 is a transmutation, in the curious­
ly abnormal language of a poet striving for indi­
viduality, of the close of Herbert's poem "Prayer"; 
"Church-bels beyond the starres heard, the souls 
blood . . .
11. 9-10. Rings/And Hymning Circulations. Vaughan refers to the 
concentric spheres of Ptolemaic cosmology, and to the music which,
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according to Neo-Platonic theory, was made by the revolving spheres.
11. 8-10. 0 how i t  Blouds . . . th e  qu ick  w o rld . P e t t e t ,  op. c i t . , 
p . 122: "^There is7 p ro b a b ly , th ro u g h  1 b lo o d , 1 1 r in g s , 1 ' c ir c u ­
l a t i o n , 1 and 'q u i c k ,1 an a l lu s io n  to  H arvey 's  d isco v e ry  o f  th e  
c i r c u la t io n  o f  th e  b lo o d ."  Compare " E te s ia  a b s e n t . 1 11. 4-6!
the scant reprieve 
Of Pulse and Air: whose dull returns 
And narrow Circles the Soul mourns.
11. 9-18. In what Rings . . . Symphony of nature. Pettet, p. 123:
. . .  it is probably a distortion of Vaughan's 
meaning to associate the idea of music too com­
pletely with sound . . .  it is probable that what 
he chiefly had in mind was the old mediaeval idea, 
moribund in general but revived for him by his 
hermetic reading, of the divinely ordained hier­
archy of Nature, and that we should take "chime" 
and "symphony" mainly in the generalised sense of 
"concord," "harmony," etc., and so in line with 
"order" as essentially philosophical terms.
It seems to me, as to Chambers (see next note), quite obvious 
that, as Pettet hesitantly suggests, Vaughan here projects the idea 
of the Cosmic Dance.
11. 18-19. Praver is/The world in tune. Chambers, op. cit., 302:
1 Cf. Herbert, Prayer: 'A kind of tune which all things hear and 
fear.' But the Platonic idea of immanent harmony is not in Herbert."
11. 23-24-. 0 let me climbe/When I lye downl Pettet, p. 123n: "For 
'climb' as prayer see, for example, Isaac's Marriage, 11. 44-5*"
See also "To Lysimachus, the Author being with him in London," 11, 
33-36.
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Page 36. /Silence t and stealth of dayes! 'tis now/
As line 28 indicates, this in one of the poems which commemorate 
the death of Vaughan's younger brother William on July 1^ , 1648 
(see note, above, on "Joy of my lifei," 1. l). Its purpose is to 
project the poet's nostalgic mood, the expression of which is sup­
ported by a uniform tone of somber meditation resulting from use of 
appropriate rhythm and sound; this use is most strikingly evident 
in lines 21-22: "That dark, and dead sleeps in its known,/And 
common urn." Also contributing effectively to the poem's unity and 
force of impression is the simple lamp-soul analogy and the coher­
ent organization which results from the author's employment of that 
analogy as the poem's chief structural device. The vivid opening 
exclamation establishes the poem's characteristic tone, and is 
assisted herein by the emphatic reinforcement of idea achieved by 
the "Twelve hundred houres" of line 3* Lines 1-^ present with stark 
simplicity the basic situation, and the extended simile of lines 
5-12 projects a parallel to that situation, intensifying expression 
of the poet's mood by repeating images of gloom. Lines 13-16 
explicitly identify the parallel, and thus clarify the central image 
and the speaker's mood. Lines 17-25 effectively develop the pro­
jected mood by elaborating the central Image, the poem's climax 
being reached in the poignant exclamation of lino 25. Then begins 
a new trend of thought which resolves the problem of alienation 
and thus transforms the nostalgic mood into one of satisfaction and 
assurance— a conclusion which is none the less effective because 
of uncertainty about the identity of the 1 Pearle1 by which this 
transformation is achieved.
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11. 5-8» As he that . . . brave the night. A similar image of 
death is found in "They are all gone into the world of light!
11. 29-30:
If a star were confin'd into, a Tomb
Her captive flames must needs bum there.
11. 5-12. As he that . . . Back to his day. Mahood, op. cit.. 
p. 260, points out that the imagery here recalls "the cave allegory 
in The Republic."
1. 19. the snuff. I. e.t the body.
I. 23. those. The antecedent is "Those beams" of line 18— i. e.. 
the soul.
II. 17-2**. I search, and rack . . .  There shine, and bum. 
Blunden, On the Poems of Henry Vaughan, p. 22:
Vaughan confesses that though he longs to 
recall his brother's spiritual glory on his 
deathbed, he only succeeds in remembering his 
physical appearance.
I. 28. thv brother. I. e., the poet, who is still addressing the 
dead William.
II. 25-28. but souls . . . thy brother. The poet's meaning here 
is that he must now rely solely on his spiritual faculty in order 
to maintain a relationship with his brother.
1. 29. Pearle. Hutchinson, op. cit., p. 105, implies that this 
refers to the Bible, and in support of his view cites a parallel 
expression in "To the Holy Bible," 11. 2*4-26 (Martin, p. 5^ 1):
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Thou overcam'st my sinful strength,
And having brought me home, didst there 
Shew me that pearl I sought elsewhere.
But apparently Hutchinson misconstrues this passage, for "pearl"
here does not denote the Bible, but what the Bible has revealed to
Vaughan; the meaning is explicitly elaborated in lines 27-32:
Gladness, and peace, and hope, and love,
The secret favors of the Dove,
Her quickning kindness, smiles and kisses,
Exalted pleasures, crowning blisses,
Fruition, union, glory, life 
Thou didst lead to . • .
In the poem under present discussion, since there is obviously a 
connection of thought between the penultimate and final quatrains, 
it seems most likely that "Pearle" corresponds to "spirit" in line 
27. This suggestion is supported by the parallel of "Find" to 
"Track" (U. 32, 26).
Page 37. /And do they so? have they a Sense7 
In organization and theme, this poem closely' resembles "The 
Tempest" and "Man." As commentators have frequently observed, it 
comprises a contrast between nature and man, based on the belief 
(explicitly presented in the caption) that the creatures possess 
an enviable spiritual rectitude. But the theme which is worked out 
in general terms in the poems cited above is here treated as an 
immediate personal problem, for the poet compares the creatures1 
dutifulness to his own irresolution, his own corruption. The vivid­
ness of the personal theme is effectively enhanced by the poem's 
structure, which is that of a dramatic monologue in which the 
speaker addresses God; he humbly confesses his corruption, empha­
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sizing it by the contrast of lower creatures' regeneracy, and prays 
that God's grace will assist his own regeneration and ensure his 
ultimate salvation. (In this regard, see the discussion of the 
poem's structural resemblances to meditative exercises in Garner, 
Henry Vaughan; Experience and the Tradition, pp. 110-113). The 
poem's dramatic quality is intensified by Vaughan's presentation of 
the monologue as being motivated by his reading of the Pauline 
passage quoted at the head; the abrupt opening question points to 
this passage, and represents the author's amazed reaction to his 
sudden "discovery." The caption is made an integral part, of the 
poem, for the first stanza elaborates and emphasizes this discovery, 
and, by contrasting the Biblical saying about the creatures with 
the false doctrine of the poet's "volumes," subtly introduces the 
central idea of his intellectual and spiritual inadequacy. The 
prevalent tone of humble penitence is vividly established by his 
dramatic self-admonishment to “burn thy books"; implicitly, he re­
criminates his former intellectual self-sufficiency, and promises 
to rely hereafter solely upon God's Word. Thus he establishes the 
first important element in the orthodox view underlying the poem's 
personal theme: that man cannot attain salvation by his own merit, 
nor by exercise of his corrupted reason, but must humbly and peni­
tently confess his weakness and sin, and seek the aid of divine 
grace.
Expression of the author's mood is effectively supported by the 
poem's unobtrusive rhetoric. Highly significant here is his careful 
avoidance of the weighty decasyllabic line, and his projection of 
the tempo of pensive reflection by means of consistently unemphatic
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rhythms. The stanza form is also effective: of the five couplets, 
four have alternating eight- and six-syllable lines, and the final 
couplet comprises lines of six and four syllables, respectively.
In spite of this contrived pattern, the most prominent feature of 
the stanza is its fluidity— a result of Vaughan's use of uneven 
clauses and of run-on lines to diminish the closing effect of the 
coupled rhymes and to suggest the authentic quality of associative 
thought. In keeping with the poet's melancholy mood, the structure 
of the stanza is anticlimactic: his restless intellectual probing, 
vividly projected in the longer lines, comes to rest in the quietly 
emphatic conclusion of the final short line. His use of this device 
is appropriately increased in the last stanza, where his intense 
prayer for grace and salvation represents the end of his unrest and 
the solution of his problem. Here the syntactical units are signifi­
cantly shortened, and consistently emphatic expression is secured 
through repetition ("0 brook it not!") and near-parallelism of 
short, balanced clauses.
Commentators' frequent quotation of lines 11-14 (the most lyrical­
ly attractive portion of the poem) seriously distorts Vaughan's 
meaning by neglecting the subtle and highly significant evolvement 
of theme. These lines represent the poet's re-emphasis of the idea 
in the first stanza, and, by their reference to the poet, recall 
"th1Elect can do no more" (11. 4-5), indicating that he is not yet 
one of the elect, for he does less than the creatures* This impli­
cation is emphatically projected by lines 15-18, which explicitly 
reinforce the first stanza's suggestion of the speaker's unregener- 
acy. His prayer for stability in lines 11-14 is intensified by the
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concluding couplet of stanza 2. Subsequent modification of that 
solution to his problem (and especially its implicit rejection in 
the last stanza) indicates that this prayer represents his impulsive 
first reaction to the dramatic discovery from which the poem stems. 
Already that initial reaction is being subtly modified, for lines 
19-20 express his longing for stability, not in terms of an identi­
fication with lower creatures, but in terms of an identification 
with God. Lines 21-22 project once more the poet's unstable spirit­
ual state, and lines 23-26 emphasize further the edifying contrast 
of the creatures. Lines 27-30 reinforce the implication of lines
19-20, and prepare for the eventual resolution of the speaker's 
problem, by projecting allusively the resurrection of all dead 
things and their transformation to a purely spiritual state on the 
Last Day. This is the "revelationem Ftliorum Dei" for which the 
creatures "their heads lift, and expect,/And grone"; the poet's ex­
pression in lines 11-14 of desire for identification with the crea­
tures may be seen, then, as a bold way of asserting symbolically 
his need to equip himself for participation in that transcendent 
apotheosis. The fervent "0 let not me do lesse" of line 31 points 
to the idea in lines 27-30, and indicates that he is not yet sure 
of being adequately equipped, of being one of "th'Elect." The poem's 
theme emerges fully developed only in the prayer here for a sal­
vation based on the poet's self-abnegation and self-discipline (11. 
31-32), his neglect of worldly things and concentration on the 
spiritual (11. 33-3*0» Christ's cancellation of original sin (11. 
35-36), and God's assistance of his regenerative efforts by a 
further infusion of His grace. The final couplet summarizes the
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theme, pointing to the success of these saving forces, and resolv­
ing the contrast between the creatures and the poet by means of 
the traditional animal-image for the redeemed soul.
(Caption). Romans , viii, 19; "For the earnest expectation of the 
creature waiteth for the manifestation of the sons of God."
1. 3» heads lift, and expect. This is Vaughan's translation of 
the caption's "exerto Capite observantes expectant." expect. The 
analogy between the creatures and the poet is reinforced by repe­
tition of this word in line 16: "All day expect my date."
1. 4. And grone too? Cf. line 29, "grone for thee." Vaughan draws 
here upon Romans, viii, 22: "For we know that the whole creation 
groaneth and travaileth in pain together until now,"
1. 5. my volumes. The poet refers to books which he has read, not 
to books of his own composition.
1 . 7 . They. I .  e . , "my volumes" o f  l i n e  5»
1. 10. thy books. The reference is the same as in lines 5, 7.
I. 14. bird to sinel Cf. "The Bird," 11. 7-10 (Martin, p. ^6);
And now as fresh and chearful as the light 
Thy little heart in early hymns doth sing 
Unto that Providence, whose unseen arm 
Curb'd them, and cloath'd thee well and warm.
II. 11-14. I would . . .  bird to sinel Significantly, Vaughan here 
names representatives of the three main ranks of natural creatures 
occupying positions inferior to man's in the Chain of Being; Inani­
mates ("stone," "Spring"); Vegetables ("tree," "flowre," "herb");
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Animals ("bird")* In mjr view of the significance of this prayer 
for identification with lower creatures, there is no important 
kinship between it and the desire for identification exemplified 
by Thoreau's wish to eat a live woodchuck, or by Wordsworth's less 
eccentric (but quite as un-Christian) desire to be "Rolled round 
in earth's diurnal course,/With rocks, and stones, and trees." See 
Garner's explanation (op. cit.. pp. 9^110) of Vaughan's treatment 
in this poem of the doctrine of immanence.
1. 20. Thou. I. e.. God, whom the poet addresses throughout the 
remainder of the poem.
I. 28. the womb. This term emphasizes the idea in the preceding 
line of the creatures' eventual rebirth.
II. 27-30. Others, whose birth . . . Their liberty. The basis of 
Vaughan's expression here is provided by Romans, viii, 21-22:
Because the creature itself also shall be de­
livered from the bondage of corruption into the 
glorious liberty of the children of God.
For we know that the whole creation groaneth 
and travaileth in pain together "until now.
Cf. "Upon the Priorie Grove," 11. 29-36, "The Book," 11. 25-30* and
see note, below, on the latter.
11. 21-30. R^ stvig, The Happy Man. i, 288-289, cites this passage 
in illustration of the possible influence of Casimire on Vaughan's 
treatment of nature.
1. 31. 0 let not me do lessel Cf, "The Favour," 11. 9-10:
0 let no star compare with theel 
Nor any herb out-duty mei
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11* 35-38 . th y  b lood i s  mine . . . showres one d ro p . G am er, op . 
c i t . , pp . 103-10*4-:
The o rd e r  o f  n a tu re  i s  k ep t d i s t i n c t  from th e  
o rd e r  o f  g race  th ro u g h o u t. In  f a c t ,  th e  whole 
p o in t  o f  th e  poem i s  th e  d if f e r e n c e  between th e  
o rd e r  o f  n a tu re  and th e  o rd e r  o f  g race ; th e  
c r e a tu re s  have t h i s  advantage o v er man, t h a t  
th e y  cannot s in  and a re  th e r e fo re  s te a d f a s t .  The 
f i n a l  s ta n z a  makes th e  d if f e r e n c e  v e ry  c le a r ;
" th y  b loud i s  m ine," says th e  p o e t,  n o t  " th y  
b loud i s  o u r s ,"  and th e  re fe re n c e  to  th e  showers 
tow ard th e  end i s  th e  t r a d i t i o n a l  way o f  im­
p o r t in g  th e  n o tio n  o f g ra c e . The p o e t i s  n o t a s  
s te a d f a s t  as th e  c r e a tu re s ,  b u t ,  u n lik e  them, he 
r e q u ire s  p re v e n ie n t g race  o r  he cannot commend 
h is  so u l to  C h r is t  a t  a l l .
1 . *4-0. P robab ly  Vaughan in te n d s  h e re  to  e x p lo i t  th e  am bigu ity  o f 
t h i s  te r m 's  s in g u la r  and p lu r a l  d e n o ta tio n , and u ses i t  to  r e f e r  
b o th  to  h im se lf  and to  a l l  n a tu r a l  c r e a tu r e s ;  see  "The Book," 11. 
25-30 .
11 . 3 1 - ^ •  0 l e t  n o t me do le s s e l  . . . Thy sheep w ith  t h e e . Cf.
Romans, v i i i ,  23s
' And n o t on ly  th e y , b u t o u rse lv e s  a l s o ,  which have 
th e  f i r s t f r u i t s  o f  th e  S p i r i t ,  even we o u rse lv e s  
groan w ith in  o u rs e lv e s ,  w a itin g  f o r  th e  ad o p tio n , to  
w i t , th e  redem ption  o f  our body.
Page 38 . C o rru p tio n .
In  theme and s t r u c tu r e  t h i s  poem c lo s e ly  resem bles " R e lig io n ."  
Again Vaughan p r o je c ts  a  c o n tr a s t  betw een man j u s t  a f t e r  th e  F a l l  
and modern man ( to  th e  d e tr im e n t o f  th e  l a t t e r ) ,  b u t h e re  he l e s s  
e x p l i c i t l y  I d e n t i f i e s  a p a r t i c u l a r  o b je c t  o f  a t t a c k  o r  a  p a r t ic u ­
l a r  in s ta n c e  o f  c o r ru p tio n  in  th e  contem porary  scen e . The poem 's 
a p p l ic a t io n ,  on th e  s u r fa c e  a t  l e a s t ,  i s  more g e n e ra l ,  and th e
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author accordingly stresses more the contingency of nature's cor­
ruption on the Fall. Important elements in his success here are 
his constant employment of direct syntax and conversational tone, 
and his smooth articulation of quatrains comprising alternate 
ten- and six-syllable lines. More important, however, is his co­
herent exposition of theme by combining contrast with a climactic 
progression which emphasizes the projected concept of nature1s 
gradual decay.
Lines 1-2 introduce the first item of the contrast and point 
forward to the second by means of the terms employed in the nega­
tive definition, the effect of which is reinforced by "in those 
early days" and by the emphatic repetition of "was." Thus these 
lines foreshadow the later description of modern man and antici­
pate subsequent suggestions of the process of decay which has made 
him "all stone, and Earth." Lines 3-8 elaborate on the spirituality 
and blessedness of early man and also anticipate by means of the 
parenthetical "condemned" (1. 6) the exposition in lines 9-20 of 
the unhappy consequences of the Fall. Here the poet emphasizes the 
beginning of the progressive cycle of cosmic decay by presenting 
explicitly the orthodox view that Adam's sin was punished by the 
corruption not only of himself but of all nature. This view is 
stressed by the parenthetical "like himself" (1. 11) and by the 
emphatic account in lines 17-20 of early man's nostalgia for the 
lost paradise. Thus man is presented as involved in an early stage 
of the decay cycle~as "not all stone, and Earth," but partly so* 
This passage also provides an easy transition to the more specific 
and emphatic development in lines 21-28 of the former theme of
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early man's comparative blessedness and virtue.
This development reinforces by dramatic contrast the juxtaposed 
emphatic exposition (11. 29-38) of contemporary man's enormous 
corruption. Here vivid images and forceful language project the 
ultimate stage of the corruptive cycle alluded to in lines 9-20.
But modern man's guilt is not attenuated by being presented as a 
consequence of an inevitable cosmic process; active contribution 
to that process is imputed to him by vigorous indication in lines 
29-32 of his reckless and wilful practice of evil— and a pertinent 
suggestion of the poet's snecific purpose surely resides in his 
frequent attribution elsewhere of such a practice to the Parliamen­
tarians. The contemporary belief that the world's reaching the 
final degree of corruption would immediately prelude the Judgment 
Day renders Vaughan's climactic conclusion of the poem by an al­
lusive invocation of that event not only logical but almost inevi­
table. The impact of the climax is effectively intensified by the 
elevated tone, the abrupt exclamations, and the emphatic effect of 
a final off-rhyme.
11. 1-8. Man in those early days . . . sure progress'd thither. 
Itrat-Husain's discussion (The Mystical Element, pp. 222-225) 
points to the conceptual parallel of this passage to "The Retreate,"
11. 1-10. There are likewise many verbal resemblances.
11. 29-31* mad man . . . nor fan. The words freezeth and fire 
here continue the imagery of "Nor was Heav'n cold unto him'1 in 
line 21. fan. I. e.. bellows.
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1. 36. The Center. I. e., the Earth, the center of the cosmos 
and often considered as the receptacle of the cosmic dregs. The 
ambiguity of the term here justifies our seeing in it also an 
allusion to the center of the earth, which represents an intensi­
fication of the same idea. Compare "To Amoret Weeping," 1. 36s 
"Sinke lower then my gold; and lye in Hell," and see Marilla's 
note (pp. I44~l*f5).
Page 38. H. Scriptures.
Although in this celebration of the Scriptures Vaughan is various­
ly indebted to George Herbert, he achieves an original-synthesis 
and speaks in his own voice. The poet's attitude is expressed quite 
simply in the first two stanzas by means of a series of images 
which have the cumulative effect of defining allusively the Bible's 
spiritual value. The simplicity of this device is paralleled by the 
poem's qualities of syntax, rhythm, and rhyme. Examination of its 
fom reveals that it is actually an English sonnet, comprising 
fourteen decasyllabic lines divided into three quatrains and a con­
cluding couplet. Vaughan has imposed upon this pattern the structur­
al division of the Italian sonnet into octave and sestet (cf. 
Drayton, Sonnet LXI); the exclamation of lines 9-10 introduces a 
new trend of thought based on the preceding description of the 
Bible, The poem is distinguishable from a sonnet only by the inden­
tation of some lines and by its division into three stanzas, which 
may be intended to represent the three persons of the Trinity~a 
suggestion supported by the fact that each stanza explicitly 
mentions one, and only one (cf. "Trinity-Sunday"). This ingenious
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structure is matched by the ingenious conceits of the third stanza, 
by which Vaughan projects a single facet of the Scriptures and 
thereby renders specific the superlative spiritual value attri­
buted to them in general terms in stanzas 1-2. By means of a paral­
lel between his "hard heart" in which each line of Scripture is 
"deep cut," and the stone tables of the old Law, he projects sym­
bolically the turning of the tables of the Law achieved by Christ's 
saving sacrifice, which is emphasized in the final couplet. His 
pleading "in groans/Of my Lords penning" is thus symbolic of his 
pleading this sacrifice, and the Bible's provision of such a means 
of salvation is implicitly presented as its most important contri­
bution to spiritual life.
Page 39. Unprofitablenes.
The attitude toward himself which Vaughan expresses here is cognate 
with his tombstone's "Servus inutilis." In this poem he effectively 
projects this estimate by relating an experience of spiritual re­
newal, and emphasizes it by means of explicit and implicit contrasts. 
Primarily effectual in the poem's success and in its creation of a 
unified impression is the consistent use of images of natural growth 
and decay to project the idea of spiritual growth and decay (see 
Gamer's comment, op. cit.. p. 126, on these images as reflecting 
Vaughan's awareness of divine immanence). The author's accomplishment 
is indicated also by his achievement of a precisely balanced tri­
partite structure which reflects the logical divisions of the theme 
and so helps produce an orderly progression of thought* This organ­
ization, like that of the preceding poem, may well be intended to
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symbolize the Trinity.
Six lines are devoted to each of the poem's three thematic 
elements: lines 1-6 (apart from the first line's anticipatory refer­
ence to the theme of lines 7-12) project vividly the poet's spirit­
ual forlornness prior to a visitation of divine grace, the results 
of which are embodied in images of well-being in lines 7-12. The 
vividness of the contrast here (a consequence of the vividness of 
imagery) strongly suggests an estimate of the poet's lack of merit 
and hence a corresponding estimate of God's love and mercy. This 
suggestion is strongly supported ty the encomiums of lines 1, 7. 
11-12, and by the implication of "thy visits" and "thou didst . . .  
survey" (11. 1, 7) that God alone took an active part in the 
poet's spiritual refurbishing. The development of idea up to this 
point prepares for (and partly anticipates) the explicit presen­
tation of theme in the last six lines. Here the theme of the "un­
profitableness" of God's "investment" in the poet is reinforced by 
the use of images cognate in connotation (though "leaf" and "leaves" 
are also denotatively parallel) with those employed in lines 2-6.
The intended impression of the poet's thanklessness is further 
emphasized by the repeated contrast of these images with those of 
the spiritual "store" that God has bestowed upon him.
11. 13-15* But, ah. my Godi . . . thy wreath? Martin's suggestion 
(p. 738) o£ a resemblance between this poem and "Mount of Olives" 
evidently is based on an interpretation of "fruit" and "leaf" here 
as denoting the poet's works, by which he glorifies God and so 
returns God's love. Compare the dedication of the 1650 Silex
(Martin, p. 39^0’
My Godl thou that didst dye for me,
These thy deaths fruits I offer thee.
Pape 39. C h r is ts  N a tiv i ty .
This poem has received no significant critical attention, al­
though it is undoubtedly one of Vaughan's most successful lyrics, 
exemplifying the emotional intensity, the organic structure, and 
the subtle evolvement of thought characteristic of his best work.
It comprises both a joyful celebration of Christmas and also a pro­
jection of the basic human spiritual problem and of a solution to 
that problem. The elements of this complex theme are carefully and 
coherently balanced: stanzas 1-2 evoke the specific occasion from 
which the poem stems, and stanzas 3-^ project the poet's dilemma. 
The development of thought is climactic, for the final stanza 
draws these elements together, presenting the poet's spiritual re­
generation in terms of the mystery of the Incarnation, and thus as 
an analogue of the covenant of grace which comprises the essential 
spiritual significance of Christmas. The personal theme of indi­
vidual sin and salvation is thus implicitly projected as an aspect 
of the universal destiny; the "mystick birth" of man's spirit is 
seen both as a parallel and as a consequence of Christ's mystic 
birth, and, finally, as justifying the ecstatic expressions of the 
first two stanzas.
In these stanzas, as I have suggested, the lyrical mode predomi­
nates. The poet's intensely joyful mood is established by the 
typical dramatic opening, and is vigorously supported by the
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emphatic rhythms and the tuneful repetition of "awake!1 seven 
times in the first ten lines. The joyous activity to which the poet 
summons himself is exemplified in nature, and his description here 
of a veritable bustle of varied activity is vividly reinforced by 
his consistent use of active verbs. Through all the music made by- 
nature and these lines sounds the call (speaking in sharply impera­
tive tones) for the ooet to "Awake," "get up, and Sing," and 
"heark." Lines 4-5 suggest the beginning of a new day, and so the 
poet may be said to dramatize his awakening from sleep and arising 
from bed. But, just as the new day symbolizes the individual1s re­
generation and God's new covenant with man (both exemplified by, 
and stemming from, Christ's birth), so these physical acts symbol­
ize a spiritual awakening and arising. It is, specifically, the 
poet's "glad heart" which is exhorted to "Awake" and "get up, and 
Sing"! awake out of the sleep of sinful diffidence to keen aware­
ness of the significance of Christ's birth; get up and sing in 
joyful thanksgiving for the new dispensation ushered in by the 
miracle commemorated on this day.
Line 2 conveys cryptic recognition of the grounds for these empha­
tic opening commands. In lines 4-9, natural creatures are described 
as doing those things which man is exhorted to do: the sun is up, 
and the wood, winds, and springs are making music. But the signifi­
cance of this imagery does not consist merely in the emotional sug­
gestiveness of nature's richness in light, perfumes, and sounds.
By means of "heark" in line 7 the poet admonishes himself to ob­
serve nature's activities as an example of what is due from him,
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and the implicit analogy here is reinforced by the near-rhyme of 
lines 7-8 with lines 1-2, In fact, this passage (and especially 
lines 7-9) comprises Vaughan's most vivid projection outside of 
"The Moming-watch" of the prominent Renaissance conception of the 
Cosmic Dance: the beautiful harmony of all the creatures pursuing 
their proper functions in obedience to God's decrees. This harmony 
is implicitly presented here as the creatures' unconscious tribute 
to the Creator, and man is exhorted to join with them so as to com­
plete the harmony by fulfilling his own special function in the 
universal plan. That function is identified in lines 11-12, which 
thus make exolicit at the end the pervasive suggestions of stanzas 
1-2— an excellent example of Vaughan1s embodiment within a poem's 
structure of the progressive pattern exemplified by the whole.
Man's duty to praise God on Christmas Day is a specific instance 
of his general obligation (a consequence of his exalted status as 
the only rational creature in the natural world) to submit through 
conscious worship the whole creation's tribute of love and thanks­
giving to the Creator.
Man's duty to "offer up the sacrifice" as the creatures' 
"high-priest" is, therefore, an aspect of his duty to fulfill, like 
them, the law of his own being. And that law is to cultivate to the 
full those spiritual faculties that make him man, and thus to ex­
emplify by the conscious obedience of his worship that self-perfec­
tion revealed by the dumb creatures' steadfast but unconscious 
performance of their respective functions. Although the poet does 
not entirely fail to fulfill his function, for his heart is "glad" 
in recognition of Christ's nativity, yet the emphatic repetition
of "awakel" in these stanzas suggests as a corollary that his 
spiritual state is inadequately advanced. This implication is rein­
forced by the projection of nature's obedience as an example for 
man to follow, and by the significant ambiguity of "should rise" 
in line 11. In this context, "should" implies that performance does 
not correspond to obligation, and "rise" (like "Awake" and "get 
up") denotes more than a physical act. It suggests a process of 
spiritual purification imaged as an ascent. And this meaning makes 
functionally significant the formal pattern of the stanzas, which 
represents a less obtrusive modification of the symbolic design in 
Herbert1s "Easter-wings."
These related implications are objectified in the images of bird 
and star in stanza 3» The bird's "Flutt'ring" symbolizes a spirit­
ual "rise," and both the purity of the star and its elevation above 
the terrestrial world represent attributes of the regenerate soul. 
The poet's expression of desire for identification with these 
creatures thus expresses symbolically his desire for spiritual puri­
fication; an obvious corollary of such expression is an awareness 
of his impurity, and this awareness is clearly indicated by lines 
15-18. The reference to "some Bird . . .  Flutt'ring in woods" 
clarifies the earlier reference to "how th' wood rings," and this 
connection of thought makes it quite obvious that Vaughan's choice 
of imagery in stanza 3 stems from his account in lines 4-9 of the 
creatures' obedience. The third stanza thus serves as a bridge 
between this account and the account in stanza 4- of the poet's con­
trasting unregeneracy. The stanza also anticipates the eventual 
solution of the speaker's spiritual problem, presenting in terms
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of an identification with obedient creatures a parallel to the 
regeneration finally projected in terras of an infusion of grace 
analogous to the Incarnation. The symbolic meaning of the third 
stanza is explicated by the fourth, and the conceptual parallel 
here is underscored by a verbal parallelism in the introductory 
formulae: "I would I were—.1 would I had." The comparison of the 
heart to Christ's manger subtly foreshadows the intense projection 
in lines 29-30 of an analogy between the purification of the poet 
through grace and the "mystick birth" of God "in Earth" exempli­
fied by the Incarnation.
11. 1, 3> etc. Awake. Compare Vaughan's similar use of this 
formula in the thematically related "Easter-day," 11. 5, 9 (Martin, 
p. *±56).
I. 4. The Sun. In view of the Renaissance conception of a cor­
respondence between God in the spiritual world and the Sun in the 
celestial world, the possibility of Vaughan's punning here on 
"Sun-Son" cannot be discounted. The resulting ambiguity endows 
lines 4-6 with a symbolic significance quite appropriate to the 
theme.
5» his locks. Compare the reference in "The Eagle." line 12, 
to the Sun's "dispersed Hair" (Marilla, p. .73), and see Marilla's 
note (pp. 276-277). On the possibility mentioned in my foregoing 
note, compare "The Night," 11. 32-33* "When my Lords head is fill'd 
with dew, and all/His locks are wet with the clear drops of night."
II, 1-6. Awake, glad heart1 . . • doth spice the day. Cf. "Rules
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and Lessons,1 11. 1-4, 7-8 (Martin, p. 436).
I. 9- Consort. Harmony.
II. 7-9* heark, how th1 wood . . . A Consort make. Cf. "Rules 
and Lessons," 11. 13-15 (Martin, p* 436) and, more especially,
"The Morning-watch," 11. 9-15*
11. 13-18. I would I were some Bird . . . singing still to thee. 
Perhaps it is gratuitous to point out that the frequent quotation 
of this oassage out of context has the same distorting effect as 
the excision (referred to above) of the conceptually and verbally 
similar "And do they so? have they a Sense," 11. 11-14.
11. 19-20. I would I had . • . Fit Room.es for theel Cf. "The
dwelling-place," 11. 13-16s
But I am sure, thou dost now come
Oft to a narrow, homely room,
Where thou too hast but the least part,
My God, I mean my sinful heart.
11. 24-25. if thou wilt, thou canst. I. e., if you want to, you 
can. will then. I. e., then want to.
I. 30. borne. A variant of bom.
II. 29-30. And let once more . . . be borne in Earth. Cf. "The 
Revival," 11. 13-14:
And here in dust and dirt, 0 here 
The Lilies of his love appearI
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Page 40. Idle Verse.
For my argument that this poem does not represent Vaughan's abso­
lute condemnation of secular verse, nor a condemnation of any of 
his published poems, but a rejection of more peccable verses which 
were permanently suppressed, see "The Identity of Henry Vaughan's 
Suppressed Poems," forthcoming in Modem Language Quarterly.
In form and execution, this poem is parallel to "A Song to Amoret." 
The resolute attitude expressed here is reflected by the calm tone 
resulting from Vaughan's smooth handling of the regular quatrains. 
Each stanza is precisely constructed to fit neatly into the total 
pattern, and the general effect is reinforced by exact, concrete 
images and broader aspects of structure. The first stanza dramatizes 
the poet's rejection of exceptionable verse, and the second explains 
it; the third and fourth characterize this type of verse in an 
apostrophe, and the fifth and sixth resume and emphasize the thane 
of renunciation, this balanced pattern being reinforced by the 
repetition of "Go, go" at the beginning of the first and last 
stanzas*
1. 4. I'm too much on the score. The reference is to innkeepers* 
practice of keeping tally of a patron's account by scoring notches 
. in a stick. The meaning here, of course, is that Vaughan has 
already spun too many "Cobwebs*"
1. ?♦ Wee'1 make a Match* This is explained by Vaughan's poem 
"The Match" (Martin, p. 434), on which see Martin's note (p. 736). 
my only light. I. e*, George Herbert.
211
1. 13* bowles. A variant of bowels. Apparently Blunden's mis­
reading of this word is partly responsible for his view that 
Vaughan "is constantly rebuking his younger self for presumed 
sowing of wild oats, but when he comes to details, we find that 
it is a few games of bowls /sic7, or a scarf or a pair of gloves 
. . . which he so strongly condemnsV (On the Poems of Henry Vaughan, 
p. 32). The article cited above vigorously attacks this convention­
al view that Vaughan's penitence was unusually exaggerated.
Page 41. The Burial Of an Infant.
This delicate little elegy reveals the tender tone and gentle 
touch characteristic of Herrick (cf. "Upon a child that dyed,"
Works, p. 123) and, of course, perfectly adapted to the subject.
Its achievement exemplifies the fine control of the techniques of 
composition frequently denied Vaughan. The poem's most character­
istic feature is its soothing assonance, the effect of which is 
enhanced by many soft consonants (especially the recurrent liquids 
of stanza 1) and by frequent alliteration of vowels and aspirants. 
The effect of these devices is reinforced by the poem's smooth 
syntactical structure and by the gliding effect produced by the 
running-on of the opening sentence from the first to the second 
stanza. Notable too is the poem's unity of suggestion— the way a 
single idea is carried through every stanza. The opening line's 
suggestions of purity and innocence are elaborated in the next 
three, the central idea being concentrated in the word "harmles"; 
these suggestions are rationalized in the second stanza's particu­
larized statement of Vaughan's well known conception of childhood
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innocence. This conception is here summarized in the word "un- 
stain' d, 1 and is the basis of the third stanza's allusions', 
especially of the reference to the infant's remains as "Virgin-Crums." 
A logical consequence of the second stanza's argument is the con­
cluding implication that the infant's salvation is inevitable, and 
the former suggestions of innocence are concentrated in the final 
daring, exquisite conceit (anticipated by "Death wean'd thee" in 
line 8) by which that implication is conveyed.
Bethell sums up well the poem's essential qualities (The Cultural 
Revolution, pp. 138-139)*
Like other metaphysical poets ^ Vaughan/ was 
influenced also by Ben Jonson, so that the pro­
duct is a compound of essential simplicity and 
witty1 erudition. . . .  The plant analogy and 
the theme of resurrection are typical of Vaughan's 
nature-mysticism; the lucidity and simplicity of 
language, the delicate tenderness of tone, remind 
us of Herrick, greatest of the "sons of Ben"; the 
wit of the last stanza derives from Donne; the 
quiet dignity of the whole is pure Caroline. All 
these strands knit together into what is almost 
perfection. In the conceit of the last line . . .  
a religious mystery is made familiar through the 
common domestic tasks of dressing and unswaddling 
an infant, a poignant and appropriate image in view 
of the general theme.
1. 6. his new kin. I. e., mankind. The doctrinal basis of this 
stanza's argument is the Platonic theory of the soul's pre-existence 
in a purely spiritual world. Compare the poet's allusion to his 
"second race" in "The Retreate," 1. 4.
Page 41. Easter Hymn.
T his sim ple c e le b ra t io n  o f  th e  Redemption ex e m p lifie s  th e  easy  
f a m i l i a r i t y  w ith  sac red  th in g s  and th e  homely co n c re te  im agery
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which are both frequent elements in the religious verse of the 
period. The comfortable attitude reflected here corresponds to the 
light contempt for death embodied in lines 1-12, where it is 
assisted by the humble comparisons and the rapid lilting effect 
resulting from a predominance of monosyllables and the use of 
trochees and feminine rhymes. The smooth flow of these energetic 
lines is due to Vaughan's deft handling of the couplets, each of 
which completes a single thought, a single paradox to confound 
death. The poem's structure is as effectively simple as is its 
content: lines 1-^ introduce the theme, lines 5-12 exemplify it, 
and the second paragraph briefly sums up the foregoing argument 
and extols the Saviour.
11. 1-6. Death, and darkness . . .  to wake more merry. Bethell, 
op. cit.. p. 137: "Vaughan's Easter Hymn opens with a cheerful, 
almost cheeky, familiarity which exactly expresses the freedom 
from fear that is the mark of Christian sanctity."
11. 9-10. The weak . . .  Of daies. The sense requires a comma 
after "aged," not after "tir'd": i. e., The weak and aged, tired 
with length of days . . .
1. 13. him. Christ.
1. 1^ . thy. Death's.
Page UZ, The Tempest.
This poem is one of the best examples of Vaughan's projection of 
a religious theme by means of philosophic concepts. The two opening
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l i n e s  exp ress  th e  id e a  t h a t  m an's f a c u l t i e s  a re  d i s t r ib u te d  among 
th e  o th e r  c la s s e s  o f  c r e a tu re s ,  so t h a t  he i s  th e  sum o f  a l l  
c r e a t io n .  This id e a  i s  re p e a te d  more e x p l i c i t l y  in  l i n e s  37-38, 
and ( to g e th e r  w ith  i t s  consequent n o tio n  th a t  man can d isc o v e r  h is  
t r u e  fu n c tio n  by s tu d y in g  th e  "Book o f  th e  C re a tu re s" )  i s  th e  funda­
m ental id ea  o f  th e  poem, th e  assum ption upon which i t s  h ig h ly  co­
h e re n t argument i s  b ased . The c o n f l ic t in g  term s o f th a t  argument 
(m an's d iso b ed ien ce  in  c o n tr a s t  to  th e  obedience o f  th e  c re a tu re s )  
a re  suggested  in  th e  second l i n e ,  where th e  r h e to r ic a l  emphasis 
f a l l s  on th e  word " sh o u ld ."  The m ajor p a r t  o f th e  poem com prises 
V aughan's e x p l i c i t  e la b o ra tio n  o f t h i s  b a s ic  microcosm-macrocosm 
analogy , which p ro v id es  him w ith  th e  p r in c ip le  o f th e  poem 's b ro ad ly  
balanced  s t r u c tu r e .
Lines 3-4- develop the implication of lines 1-2 by presenting empha­
tically the idea (based on the belief that the natural world is a 
counterpart of the spiritual) that nature contains secret symboli­
zations of divine truths and is therefore a mysterious book which, 
properly explicated, may provide man with valuable instruction. The 
reference here to "This late, long heat" and "tempests" foreshadows 
the theme of the following emblematic verse, in which the poet uses 
personification effectively in order to present a specific example 
of a natural event replete with supernatural implications, and so 
to illustrate the efficacy of nature as man's exemplar. The personi­
fication here supports contextual suggestions in requiring us to 
interpret this stanza in terms of man's spiritual life. The flowers 
stand for man's soul, and their withered condition for the depleted 
state of the soul lacking the essential spiritual nourishment of
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contact with the divine. Nature perhaps represents man's rational 
faculties, for it makes a judgment and commands the earth, which 
obviously stands for the body with its natural affections. The 
turning of these affections, under the rule of reason, toward God, 
is represented by the earth's sighing to the sky (an obvious symbol 
of the original source of the divine), and results in an influx of 
grace which nourishes the parched soul* The “Earnest sighes1 of 
course represent prayer, and the identification of the rain drops 
with tears implies that the desired state of grace can follow only 
the grief of severe repentance (cf. "To Amoret Weeping," 11. 1-5 
and "The Storm," 11. 17-24). The "tempest" is an emblem of man's 
spiritual regeneration, and that, indeed, is the theme of the poem.
The opening exclamation of the third stanza points to the analogy 
drawn above, and simultaneously intensifies the suggestion in line 
2 that man sometimes fails to fulfill his appointed function, which 
has been defined by the oreceding emblem as the attainment of a 
state of affinity with God. The second exclamation (lines 17-18) 
repeats the formerly emphasized idea that the natural creatures 
should be studied for instruction in man's proper duties; the rest 
of the stanza develops this idea more explicitly, and strongly im­
plies the related traditional concept that the natural world was 
created solely for man's service. The whole stanza involves an im­
plicit accusation that, although man enjoys the natural world with 
his senses, he is chiefly (and most disastrously) remiss in failing 
to use his higher rational faculties in order to comprehend and 
follow the moral lessons provided by the creatures. Since the major 
part of the poem develops just such a moral thesis, the first three
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stanzas represent Vaughan's careful introduction of his topic and 
^reparation of the reader for what is to follow.
Stanza ^ extends and makes more explicit the implication of lines
18-20 that the natural world exists mainly for the sake of man's 
spiritual improvement. Before the Fall, Adam and Eve had no need 
of helps to know God, because their affinity with Him was a con­
dition of their uncorrupted natures. But God, foreseeing man's 
"discent" from this blessed state (the idea of corruption here is 
intensified by the adjective "poor"), and foreseeing that man, 
because of his corrupted understanding and will, would require 
additional helps to raise himself to God, gave to the other natur­
al creatures qualities that would assist man's rise by providing 
him with emblems of it. Stanza 5 extends the argument with a quite 
logical coherence by giving several examples of "low things" which 
can yet teach man his own duty. A transition from principle to ex­
ample is provided by line 25s "All things here shew him heaven."
The point being made here is underscored by this line's verbal echo 
of lines 1-2, and it is important to notice that the rest of the 
stanza provides specific reinforcement of stanza 2, By rising upward, 
waters, mists, trees, herbs, and flowers do not merely point to 
man's rightful goal; they emblematically portray his aspiration 
toward it and thus represent to him his own highest activity.
The next three stanzas emphasize these ideas further and extend 
the argument to present explicitly its second major term~the con­
trasting disobedience of man in failing to fulfill his special 
function. In these stanzas it becomes obvious that the creatures' 
aspiration toward heaven has more than an emblematic resemblance
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to man's aspiration toward God. Each is in fact an aspect of the 
creation's universal striving toward the Creator* In order to in­
tensify the idea of nature's spiritual "regeneracyby making it 
more than a metaphor, Vaughan employs the Neo-Platonic conception 
of the universe as a ladder or Chain of Being, created out of Chaos 
by diffusion of the Divine Spirit downward in diminishing proportions. 
In the resulting scale, each creature is ranked hierarchically ac­
cording to the magnitude of its share in the divine essence, and 
it is this divine spark in its nature which gives each creature its 
"set ascents" and enables it to cast off grossness. The scale of 
creation is not fixed, but there is progression up the scale, and 
always toward God. Water can rise even though it tends downward by 
reason of its natural grossness; it can even progress to the purer 
form of motion. Air is refined to the still purer light, while fire 
(the noblest of the elements) is refined to motion, light, and heat. 
The four parts of a plant named in their ascending order in stanza 
7 symbolize this universal progression, each being purer than the 
part named before it. Thus the plant reflects the order of the whole 
universe, which is arranged in ascending hierarchies, each part 
being placed according to its degree of purity and consequent near­
ness to God. The symbolism here is emphasized as each part of the 
plant is made to correspond with a naturalistically appropriate 
element, the elements too being named in ascending order. The roots 
of a plant "Comply" with earth, the leaves with water, the flowers 
with air, and the seeds with fire. Vaughan's identification of fire 
as the generative principle in nature had the authority of Aristotle, 
and so would probably not have outraged the "scientific" beliefs of
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most of his contemporaries. But his controlling purpose here is 
implied in the association of fire with the sky* Of all the 
elements, fire was nearest heaven by reason of its pre-eminence in 
the sublunary sphere; but also, by reason of its purity, fire was 
associated with the heavenly region which lay outside the prtmum 
mobile and was the abode of God. In fact, the term empyrean, com­
monly used for this region, simply meant “fire." Thus Vaughan drives 
home the main point of his symbolism— that all creatures share in 
the divine and strive toward God. An added complexity of thought 
is involved in his association of seeds with the highest perfection 
in the universe. For as seeds represent the creative principle in 
nature, so the Empyrean was the abode of the divine Creator. The 
idea of growth to perfection through spiritual communion with the 
divine (man's special task) is powerfully suggested in this stanza. 
The optimistic aspects of the Great Chain of Being are further in­
tensified by Vaughan's emphasis on the creatures' compliance with 
their own natures and with the functions assigned them in the scale 
of creation.
The idea of man's rebellion and corruption, hitherto presented 
allusively in contrast to the obedience and regeneracy of the 
creatures, is introduced in stanza 8 and explicitly elaborated 
thereafter. The rhetorical emphasis of sharp contrast is reinforced 
by a logical emphasis. For man's failure to attain affinity with 
God is the more spectacular because he possesses not only all the 
faculties by which the creatures achieve their ascents, but his own 
special faculty of rational understanding as well. No other creature 
of the natural world possesses this advantage, for man shares
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rationality with the angels alone. But, instead of maintaining his 
assigned position in the ladder of creation, as the other creatures 
maintain theirs, and from thence rising faster and farther than they, 
he has sunk to the very foot of the ladder, and there sleeps on a 
level with the grossest and basest of the creatures— the dark and 
lifeless element of earth. His spiritual life is even less active 
than that of water, although water is merely an inanimate element 
with a weaker divine spark than the poorest living thing. It is 
earth's nature to sink downward, and thus, since only earth and man 
fail to aspire upward toward God, it is clear that, of all the 
creatures, man alone fails to fulfill the obligations imposed upon 
him by his nature. This view is explicitly presented in the penulti­
mate stanza, which thus emphatically summarizes the previously 
expounded (and carefully balanced) contrast between man and the 
rest of nature. It will be observed that Vaughan's denigration of 
man here represents a drastic revision of the exalted status ac­
corded even corrupted man by the orthodox view. But it is important 
to notice that Vaughan does not commit the heresy of Montaigne, who 
held that there was no basis for man's assumption of pre-eminence 
in the natural world. In fact, a prevalent purpose both in Vaughan's 
religious and in his secular poetry is to emphasize man's capacity 
for spiritual knowledge and his absolute need of such knowledge.
His reduction, of man to the foot of the ladder is an audacious 
device for asserting his view that human beings are everywhere 
degenerate— a view found also in "Corruption," "Man," and "The Con­
stellation." But this view must be placed (as Vaughan places it) 
in conjunction with his view that man possesses pre-eminent spirit-
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ual powers. Thus it is clear that he interprets this degeneracy as 
the result of evil choice; he sees it, not as an inevitable human 
condition, but as a dislocation of the natural order occasioned by 
man's wilful neglect of his duty and wilful pursuit of evil. And 
it is equally clear that this view stems from Vaughan's unhappy 
reaction to the contemporary English scene. In "The Constellation" 
he invokes the analogy between the microcosm and the body-politic 
in order to attribute this dislocation, this degeneracy, to the 
Parliamentarian rebels. And his purpose in the poem under present 
discussion is similarly to emphasize what seemed to him their mon­
strous depravity, and also to emphasize the special need for 
spiritual aspiration as a means of re-establishing order over the 
chaos created by their misguided actions.
The final stanza dramatically intensifies the poem's theme, trans­
posing it unexpectedly into personal terms by expressing the poet's 
prayer for his own spiritual regeneration. Significantly, the images 
of fire and flint here are cognate with images employed previously 
to represent spiritual life and man's degenerate state. The stanza 
climaxes the previous development of theme, offering in the form of 
a prayer a method by which man can resolve the anomaly of his cor­
ruption. The effectiveness of this conclusion, and the unity of the 
poem, are significantly enhanced by the observable parallel between 
this method and that implied by the emblem in the second stanza.
U. 5-8* When nature . . .  grown dry. Cf. "The Sap," 11. 1-6 
(Martin, p. 4?5).
1. 9. their nurse, & tomb. The phrase is in apposition to the pre-
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ceding "the Earth."
11. 9-16. She made the Earth . . . And fill'd her brests. Cf.
"The Showre,1 11. 13-18.
11. 25-26. Waters that fall/Chide, and fly up. The image is of the 
spray which arises from the impact of the falling water on the body 
of water below. "Chide" personifies the roaring of the waterfall.
I. 26. Mists of corruptest fome. Implicit here is the current 
"scientific" conception (stemming from Aristotle) that vapor was a 
"nutrified" form of water. See Marilla's explanation (p. 136) of 
Vaughan's use of the theory in "To Amoret, of the difference 'twixt 
him, and other Lovers, and what true Love is."
1* 27. their first beds. I. e.. the various bodies of water from 
which the "Mists" have arisen.
II. 25-28. All, things here . . . the way home. Cf. "Man," 11.
19-25, and "The Palm-tree," 11. 9-12,
1. 29. How do they cast off grossness? This operates both as a 
question and as an exclamation.
H. 37-39. but man . . . Sleeps at the ladders foot. Mahood,
Poetry and Humanism, pp. 286-287*
The allusion . . .  is to Jacob's Ladder, which
Thomas Vaughan declared the greatest Cabbalistic
mystery; for both the brothers it was a symbol of 
the Great Scale of Nature which is a recurrent 
concept of seventeenth-century humanism. Milton, 
with his strong faith in the power of natural 
reason, sees this ladder as man's means of ascent 
to the Intelligible World; to the mystic Vaughan
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it represents the descent of the Spirit into the 
mind’s wise passivity, the process which his 
brother termed "that most secret and silent Lapse 
of the Spirit ner Formarum naturalium Seriem."
Apart from the somewhat abstruse symbolism of stanzas 5-7, the 
explicit assertion that man knows all the "keyes, and set ascents" 
of the creatures and "hath more of his own" sufficiently indicates 
that Vaughan is concerned here with "man's means of ascent to the 
Intelligible World," and that Miss Mahood's distinction between 
Milton and Vaughan can find no support in this poem.
11. 39-40. alasl what can/These new discoveries do, except they 
drown? Vaughan's meaning here is intensely obscure, because "These 
new discoveries" refers clearly to nothing preceding it in the poem. 
If the sentence is conceived of as dramatizing unregenerate man's 
thoughts, the phrase might corresoond to the "more of his own" of 
line 38, or to the "lectures" from nature which have been read to 
him in stanzas 5-7• In his oblivious state, unregenerate man might 
believe that exercise of his rational faculties or observation of 
the creatures' "set ascents" would do nothing but overwhelm ("drown") 
him. But perhaps Vaughan is here suggesting that, since man is 
benighted spiritually, recent significant advances in natural science 
can do nothing but drown him in a sea of futile knowledge and 
equally vain pride in his delusive "achievement."
11. 42-44. and though all . . .  grow up invisibly. This recapitu­
lates lines 25-28, and thus effectively keeps in view the edifying 
contrast of the creatures.
11. 45-48. Yet hugs he stil his durt . . • better musick than the
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Spheres. Cf. "To Araoret Weeping," 11. 21-26:
But grant some richer Planet at my birth 
Had spyed me out, and measur'd so much earth 
Or gold unto my share; I should have been 
Slave to these lower Elements, and seen 
My high borne soul flagge with their drosse, & lye 
A pris'ner to base mud, and Alchymie.
"The importunate Fortune, written to Doctor Powel . . .,"11. 29-38*
Why do'st thou tempt me with thy dirty Ore,
And with thy Riches make my Soul so poor?
My Fancy's pris'ner to thy Gold and thee,
Thy favours rob me of my liberty.
I'le to my Speculations. Is't best 
To be confin'd to some dark narrow chest 
And Idolize thy Stamps, when I may be 
Lord of all Nature, and not slave to thee?
The world's my Palace. I'le contemplate there,
And make my progress into ev'ry Sphere.
11. 49-52. Life's but a blast . . . dreams be his law? The im­
pression of an awkward interruption which this stanza inevitably 
makes on the reader results from the discordance of its imagery 
with that of the stanzas preceding and following it. It is, more­
over, quite redundant, for the thought flows quite connectedly from 
line 48 to line 53* The only blot on the poem's otherwise unified 
and coherent progression, the stanza signally demonstrates the 
sometimes unfortunate poetic results of Vaughan's homage to George 
Herbert: the lines are an inept paraphrase of the latter1 s "Miserie,"
11. 5-6 and "The Collar," 11. 13-15 (see Martin, p. 74l).
11. 57-58. If I must/Be broke again. See Marilla's comment (p. 11.6) 
on Vaughan's similarly effective achievement of surprise by a sudden 
shift to personal reference in "To his Friend Being in Love," 1. 13.
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Page 3^» Love, and Discipline.
This poem comprises only simple statement, but is memorable 
chiefly because of its graceful expression, which has a precise, 
lilting quality stemming from Vaughan's early practice in the light 
singing measures of the Cavaliers. His use of this manner endows 
his expressions with a simple emotional warmth quite appropriate 
to the theme. An unobtrusive sophistication of form resides in his 
use of an emblematic verse nattern. The most obvious manifestation 
of this pattern is the employment of triads (cf. "Trinity-Sunday"), 
intended to symbolize the Trinity; the rhyme has the effect of 
unifying each stanza, and, moreover, enhances the ballad-like 
quality of the regular octosyllabics by Its reminiscence of the 
virtuosity in rhyme exhibited by the popular "round." Less obvious, 
perhaps, is Vaughan's reinforcement of the stanzas' symbolism by 
organization of the poem in three parts, each comprising two stanzas. 
His employment of the one rhyme sound through stanzas 1-2 suggests 
that he initially intended to emphasize this structural device 
further by using only three rhyme sounds in the whole poem. The 
first stanza presents allusively the poem's theme, and the second 
clarifies it by projecting in vivid images the afflictive forces 
which make the land seem barren, and their salutary effects for 
which the poet blesses God. The connection of these stanzas is em­
phasized by the close parallel in meaning and sound between the 
final exclamation in each, which has the musical effect of a refrain. 
The partial recurrence of this refrain in line 7 links the first 
two stanzas with the next pair, in which the theme is reiterated 
in particular detail and the poet's mood is vividly accentuated.
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Stanzas 5-6 comprise a generalized restatement of the theme, which 
is skillfully emphasized by the last line's vivid image (based on 
the olant-imagery of preceding lines) of the spiritual state in­
duced in the poet by the divine gardener's husbandly. Vaughan's 
technique, then, is the simple but effective one of emphasizing 
his theme by repeating it with variations. This ritualistic repe­
tition intensifies the expression of his mood by suggesting vividly 
his joyful contemplation and reception of God's "love and disci­
pline."
1. 7* Dew. This is Vaughan's usual image for God's "grace" (l. 2).
1, 9. Crosses. I. e., afflictions. In this sense, the term is 
cognate with "crost" in the preceding line. But Vaughan certainly 
intends also a punning reference to the Cross which, pre-eminently, 
"cur'd" him at God's "cost."
1. 14-. now cold, now hot. Cf. "Affliction," 11. 21-24 (Martin, p. h6o),
I. 16. as thy hand the weather steers. The comparison stems from 
the allusions to "cold" and "hot" in line 14.
II. 3-18* And since these . . .  some grean Ears. Cf. "Affliction,"
11. 11-20 (Martin, p. 459).
Page 44. The World.
This poem enjoys the dubious privilege of being generally admired 
as incorporating Vaughan's most magnificent poetic achievement, 
even though no concerted effort has been made to show that the poem
as a whole deserves our highest estimation. Indeed, the sum of much 
of the treatment meted out to it by anthologists and critics is an. 
emphatic dental that it has any claim to recognition as a signifi­
cant artistic performance. Freouent quotation of lines I-17, by im­
plying that the renuinirg fifty-three are unworthy of serious 
attention, doubly condemns the poem, by sn'yestir.a that the ma.jor 
portion of it is unremarkable and, further, that it lacks unity of 
theme, structure, and tone. Such a view has been expressly enunci­
ated in prominent critical pronouncements on the poem. Professor 
White (The Metaphysical Poets, n, 111) cites it as a soecia? illus­
tration of the view that "in a number of the better known cf his 
poems, there is a wonderful be^ ir.nine' which ore sent ly seems to fail 
completely. . . . Every student of Vaughan's noetry has been struck 
by the curious tameness and f1 stress of what follows that breath­
taking omening." And the force of thi.s indictment is not much 
ameliorated by the later recognition that "what follows is quite 
surnrisingly coherent and logical and on its own level rather 
well-sustained picture /sicJ cf the world as seen from that vantage 
moint of vision." A similarly ambiguous aonroach is made by Mr. 
Edmund Elunden (On the Poems of Henry Vaughan, pp. 5^ -55) • "There 
is something to be said for the selectors who after the thrilling 
leap into space of the opening verses are unwilling to come to 
earth, and therefore cut off lines 8-60. But to do that is to miss 
a series of bold characterizations and, what is worse, to lose 
Vaughan's interpretation in the last lines of the 'Ring' as the 
bridal ring of heaven and the soul of creation." The basic 
reason that these remarks are inadequate (and even seriously mis­
leading) is that neither commentator considers the poem's structure 
in relation to its theme, or, for that matter, even explicitly 
identifies a theme. And, on this head, the general inadequacy of 
modern critical appraisal of the poem is to be observed nowhere 
more clearly than in Dr. F. E. Hutchinson's pronouncement that "the 
fine theme of 'The World' is sadly lowered when its splendid open­
ing is immediately /sic7 followed by the caustic description of the 
'darksome States-man',1 and in his finding here emphatic support 
for his general view that "allusions to contemporary events . . .  
mar some of Vaughan's best poems" (Henry Vaughan: A Life and In­
terpretation . p. 121).
Dr. Hutchinson merely articulates an assumption which is discerni­
ble behind the remarks of Professor White and Mr. Blunden: the 
assumption that the most important part of the poem is the cosmic 
description with which it begins. And some hints of the reason for 
the almost universal preference for this passage are provided by 
the epithets selected for its praise: wonderful, breath-taking, 
thrilling, splendid. Quite evidently, the responses of these critics 
are significantly devoid of rational and objective elements, since 
they choose to define the qualities of what is, in their view, the 
most important part of the poem, in terms which either vaguely con­
note enthusiastic approval or else denote the physical symptoms of 
intense emotional excitement. And their discovery of the poem's 
essence in a passage which, apparently, is to be valued chiefly for 
its efficacy as an emotional stimulant, emphatically indicates, in 
general, the persistence into modem times of the post-Romantic 
aesthetic and, in particular, of the Reverend H, F. Lyte's estimate
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of the value of Vaughan's religious poems as residing in their 
beauty and grace of sentiment and in their capacity to evoke a 
vivid emotional response in the sensitive reader. Let me indicate 
my intention of mounting a frontal attack on the general mishandling 
of Vaughan's masterpiece by saying that, in my opinion (pace Mr. 
Blunden), the best that can be said for those who are "unwilling 
to cone to earth" after the initial "leap into space" (which is 
their leap, not Vaughan's)— the best that can be said is that they 
respond to the poem on the basis of assumptions about the nature 
ar.d purpose of poetry which were not Vaughan's assumptions. The 
worst (but perhaps most accurate) is that those who make that un­
willingness the measure of the poem distort its meaning and misre­
present its artistic qualities because, neglecting to regard the 
author's total aim as a relevant factor in assessment and interpre­
tation of the work, they remake the poem according to their own 
lights— which of course are not necessarily brighter than the poet's. 
To put the matter another way, anyone who finds, as does Professor 
White, a "curious tameness and flatness" in lines 8-60 has misread 
the first seven lines and compounded the error by continuing to read 
with expectations which nay legitimately be brought to Marlowe and 
Shelley but not to Vaughan.
A corollary of the response which X have been discussing is the 
belief that the opening lines record the poet's actual experience, 
that (to use Professor Frank Kermode's definition of a view with 
which he disagrees) they constitute "a genuine description of what, 
without irreverence, may be described as a mystical peed1("The 
Private Imagery of Henry Vaughan," RES. NS I /l9507> 210-211). This
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view has been stated definitely by Professor Itrat-Husain, who 
quotes lines 1-2 as recording “Vaughan's experience of illumination1 
(the third stage of the Mystic Way), and declares that "Vaughan 
saw Eternity as pure and dazzling light, and this vision revealed 
to him the true nature of the world"(The Mystical Element, p. 21?)• 
The implication that the intensity of the opening lines is a lyri­
cal intensity— that it stems from and corresponds to the intensity 
of an emotional experience of the poet's— is observable also in Mr. 
Blunden's "thrilling leap into space" and in Professor White's 
assertion that Vaughan there records his attainment of a "vantage 
point of vision." And the same implication arises from Professor 
Ross Garner's comparison of Vaughan's opening to the opening of 
Donne's "Goodfriday, 1613. Riding Westward" (Henry Vaughans Experi­
ence and the Tradition, pp. ^5)s
Donne gives us briefly and effectively the basic 
figure he intends as illustrative of his experience, 
and he does it in the language of mathematics and 
astronomy. Vaughan, on the other hand, launches im­
mediately into visionary exaltation . . . .  Vaughan 
may be raising unnecessary questions, questions 
about the nature of the illimitable and the truth of 
astronomical theory. To Donne it does not matter at 
all whether or not the figure is itself true; it il­
lustrates a truth of experience and is a hypothesis 
which may be discarded when its usefulness ceases.
To Vaughan, saving for the moment the nature of the 
implicit allegory in the opening lines, the mechanics 
of astronomy seem to have independent validity, and 
Vaughan asserts them as a sort of revelation. What 
is one to do with a tone so exalted and so unsup­
ported by hard fact?
Garner seems to be saying that, whereas Donne's opening incorpo­
rates a metaphysical conceit, Vaughan's does not, but is intended 
as a literal statement— that Donne's technique is metaphysical, but 
Vaughan's is lyrical. His argument seems to me invalid, and seems
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also surprisingly inconsistent with his later endorsement (p. 41) 
of Kermode's view that Vaughan's opening lines "establish the terms 
of the rhetorical formula in which the extended conceit is to be 
worked out." This is to say that they do incorporate a metaphysical 
conceit, the "basic figure" of the poem, and Kemode proceeds quite 
logically to argue that Vaughan's statement is of the same order as 
Donne's at the beginning of "Goodfriday, 1613." My purpose here is 
neither to affirm nor to deny that Vaughan was a mystic, but only 
to support Kermode's argument that the issue cannot be settled (as 
Itrat-Husain evidently thinks it can) by pointing to his use of 
mystical terminology in this or in any other poem. But Kermode 
seems to me not to have realized the full strength of his argument 
as applied to this poem, and, paradoxically, it is Itrat-Husain, 
who most emphatically asserts the literal interpretation of the 
opening lines, who also suggests most clearly the grounds for as­
serting that interpretation's invalidity. His discussion of the 
rest of the poem (op. cit., p. 218) indicates his awareness that 
the whole composition, and not just the opening, is a record of 
what the poet "saw." But, since it is manifestly absurd to suppose 
that Vaughan actually should have seen everything there described, 
it is quite unreasonable to assume that he actually saw any part 
of it. And this is to suggest that the poem has a comprehensive 
unity of thought, image, and manner far more remarkable than the 
supposed disunity upon which critics have constantly harped. The 
proper view of the author's basic technique in this poem is implied 
by Kermode's reference to his working out of an extended conceit, 
and is further suggested by Gamer (op. cit., p. 41): "The fact
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that the vision includes abstract personifications (the lover, the 
statesman, the miser) means only that it is allegory, not that it 
is not real. The vision is a fictionalized story, but the purpose 
is the clarification of what is actually happening."
Why has Vaughan's most famous passage (and, in one notable instance, 
the whole poem) been so persistently misread as literal statement? 
Partly, as Professor Kermode succinctly puts it, because of "the 
critical error of refusing to treat Vaughan's poetry as poetry so 
long as it may be treated as pra7/er" ("The Private Imagery," 208).
But the "general misreading" of the poem about which he justly com­
plains has been abetted by universal oversight of the most important 
element in the poetic technique exemplified in this composition.
The opening statement has been taken literally, and the rest of the 
poem then misunderstood, not because Vaughan is not "as straight­
forward in this matter as Donne," and therefore "simply does not 
supply the form of words proper to the announcement of such a theme" 
(Kermode, p. 211); nor because Vaughan appears to raise "unnecessary 
questions," and "asserts £the mechanics of astronomy/ as a sort of 
revelation" (Garner, p. 5)• Both explanations mis-state the real 
reason why we are confused about Vaughan1s intention in "The World" 
and not about Donne's in "Goodfriday, 1613," which is simply that 
Vaughan's poem is the more dramatic and hitherto nobody has observed 
that it is dramatic at all. In announcing his theme he employs 
essentially the same form of words as in other poems in which the 
theme is dramatized— for example, "To Amoret. The Sigh";
Nimble Sigh on thy warme wings,
Take this Message,and depart.
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Or, "To Amoret gone from him":
Fancy, and I ,  l a s t  Evening w a lk t,
And, Amoret. o f  th e e  we t a l k t .
Or, still more appositely, the announcement of the theme of spirit­
ual purification in "The importunate Fortune," 11. 39-44:
The Chambers of the Air are mine; those three 
Well furnish'd Stories my possession be.
I hold them all in Canite, and stand 
Propt by my Fancy there. I scorn your Land,
It lies so far below me. Here I see 
How all the Sacred Stars do circle me.
Nobody, I suppose, is inclined to describe that as a "leap into
space," nor to find evidence of the author's mystic exaltation in
some later lines which, viewed as literal statement, are even more
extravagant than the opening of "The World" viewed in the same way:
Now my auspicious flight 
Hath brought me to the Empyrean light.
I am a sep'rate Essence, and can see 
The Emanations of the Deitie,
And how they pass the Seraphims. and run 
Through ev'ry Throne and Domination.
With Angels now and Spirits I do dwell.
My point, of course, is not that both poems are mystical, but that
both are dramatic; in both the poet employs essentially the same
form of words, and the function of the astronomical theory in both
is essentially the same. But the dramatic setting of "The World"
has been overlooked by a century of readers and critics, while until
recently oblivion protected the secular poem from the mischance
which long ago befell its sacred counterpart (see note, below, on
lines 8-4-5).
The theme of the poem is summarized in the verses from St. John 
appended at the end, and the whole composition is neither more nor 
less than an expansion and dramatization of those verses. Vaughan
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employs readily available terms of mysticism and astronomy and ab­
stract personifications related to current emblem-writing, and it 
is his skillful employment of a dramatic technique which enables 
him to fuse these elements together in a coherent, unified, alle­
gorical exposition of the theme. The intensity of the opening lines 
is a dramatic, not a lyrical, intensity; it is of the same kind as 
the intensity of the rest of the poem, for the forceful impact made 
by Vaughan's sketches of the various worldlings and of the few elect 
who "soar'd up into the Ring" results from his presentation of 
them dramatically. E, W. Williamson praises the whole poem for its 
"fine rhetorical sweep and unity, from the first line to the last" 
(Henry Vaughan, p. 32); Professor White (loc. cit.) finds in its 
major portion a "coherent . . . logical . . . well-sustained 
picture of the world"; and Professor Pettet notes its "middle and 
main section" as an example of a "tough, coarse-textured rhetorical 
manner of writing" which he finds to be "fairly common in Silex 
Scintillans” but most characteristic of Vaughan's secular poetry 
(Of Paradise and Light, pp. 191-19*0. I merely articulate what is 
implied by these writers (and by the enthusiasts of lines 1-7) if 
I point out that such praise as the poem has received represents 
endorsement of artistic qualities prominently exemplified by 
Vaughan's secular verse, and that these qualities are present in the 
poem because of his employment therein of poetic techniques which 
he practiced assiduously in his "unregenerate" days.
As Professor Pettet points out (op. cit., p. 13.6), this "important 
poem" presents Vaughan's view of the problem of election, and is 
thus similar in theme to "Regeneration," which likewise exemplifies
an allegorical technique. E. W. Williamson notes this similarity 
of technique (op. cit., p. 32 and p. 40n); but there is an important 
difference. In "Regeneration" Vaughan presents the allegory in 
terms of his personal experience of sin and illumination, and con­
centrates on his personal problem of salvation. Only in stanzas 8 
and 9, by means of images of bright and dull stones and waking and 
sleeping flowers, does he project the problem of election in gener­
al terms, and Pettet (p. 10^ ) rightly observes the close parallel 
between these stanzas and the last stanza of "The World"; but the 
purpose of these images in "Regeneration" is chiefly to provide 
analogues of the individual's spiritual problem and thus to clarify 
it in preparation for the completely personal solution in the final 
stanza. In "The World," on the other hand, the poet's personal 
problem has no place whatever; the "I" projected in the poem is 
completely independent of the "I" of the ooet, and appears only as 
a persona— a detached, impersonal (but not dispassionate) observer 
of a universal phenomenon. The persona is, as it were, the uncolored 
glass which does not stain the white radiance of eternity— the 
medium through which divine truth is communicated and made compre­
hensible. The theme is exemplified by means of an allegory, pro­
jected dramatically as the object of the poet's vision. His dramatic 
point of view is neither eternity nor time, but an imaginary point 
outside of both from which he can "see" the whole cosmic drama as 
it appears to God. It is no part of the poem's purpose to imply 
that the speaker is one of the elect, for although we may suppose 
that the author was (though even that is not necessary) such an im­
plication would be inconsistent with the function of the dramatic
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persona. When the sneaker enters the story in the last stanza, he 
enters, not as a protagonist, not as a fellow-mortal of the elect 
and the unelect who experiences the same problem and the same 
destiny as other figures in the poem, but as a father enters the 
world of children, or as the gods enter the Iliad, who look do™ 
on the battles of men and descend to reprove and exhort their 
chosen warriors. This participation of the observer in the scene 
enacted before him is the dramatic device which brings about the 
climax and enables the mystery of election to be fully articulated. 
An important feature of the speaker's dramatic identity is that he 
does not entirely understand the meaning of what he observes so 
clearly and describes so coherently. He sees the bright ring of
eternity and the vast shadow of time and the world beneath it, and
he sees some of mankind soar up into the light and some remain in
darkness. He understands the supreme importance of the former
course, but his harsh reprimand of those who do not take it evinces 
a misunderstanding of why some are enabled to do so and others not. 
His education on this matter by a disembodied "One" is simultane­
ously the reader's education, and represents the fulfilment of the 
author's purpose in the whole composition.
Vaughan's consistent maintenance of a completely objective point 
of view endows the poem with a notable clarity and definiteness of 
outline which results in its prevalent suggestion of the simplicity 
and authority of an absolute, Reading it, we are temporarily liber­
ated from the restricted human point of view and the fever and fret 
of personal involvement. We are enabled not merely to put off our 
own troubled identities and put on for a while the more perceptive
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but still troubled identity of the poet; we are enabled to adopt 
the point of view of a detached, abstract, fictional observer whose 
perceptions are inordinately clear, and thus to share in a reve­
lation characterized by the calm assurance of supreme impersonal 
knowledge. In terms of the intellectual culture which generated the 
poem, the problem presented therein is the profoundest problem of 
human destiny, and the poet's exposition of it is self-consistent, 
unified, and comprehensive. The qualities hereby attributed to the 
poem— frequently summarized by the talisman "universalitywhich 
distinguishes the greatest art from the rest— are most readily 
attainable in the drama and probably cannot be attained at all with­
out the employment in some measure of a dramatic technique. It is 
their abundant exemplification in "The World" which marks it as 
Vaughan's masterpiece, and entitles it to rank with the greatest 
achievements of the English genius in verse.
The aspect of the poem's structure which has been misinterpreted 
as evidence of disunity is a shift of the observer's point of view 
from a long-range to a short-range perspective. The first seven 
lines project a comprehensive vision of the two great "divided and 
distinguished worlds" of eternity and time, whose relationship com­
prises the basic principle of the poem's theme. We see them here 
from a distance, and see only their general features and their 
simple relationship; the purpose of the rest of the poem is to 
characterize the two worlds and to work out their relationship in 
complex detail. We cannot understand the opening lines until we 
have read the entire poem, for only in the last stanza is the nature 
of the two worlds and of their relationship fully revealed. In
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line 8 the speaker shifts his point of vision closer to the object, 
and to the end of stanza 3 focuses the reader's attention on a 
detailed description of relevant aspects of the world in time.
This point of vision is maintained through the final stanza, and 
its closeness to the object is emphasized by the speaker's dramatic 
participation in the emergence of the theme. But here his view in­
cludes both eternity and time, as it had in the opening lines, and 
this new way of projecting the two worlds bears a highly significant 
relevance to the poem's theme, I would not be thought to suggest 
that lines 8-60 do not make a different imoression on the reader 
from that made by the first seven. But the reason for that differ­
ence is emphatically not (as the many exuberant comments on them 
imply) that Vaughan wrote the opening in a state of mystic intoxi­
cation and the rest of the poem when he was sober. TJor is it, as 
Professor VJhite claims (on. cit., p. 312), that the rest of the poem 
is "more conventional," for the description of eternity and time 
is quite as conventional as the description of worldly vanities, 
and the conclusion is, if anything, less conventional than the open­
ing. Again, it is not, as Professor White argues further, that 
lines 1-7 describe eternity and the remainder describe time; this 
simply is not so: lines V 7  describe time, and eternity is again 
described in the final stanza. The opening is sublime and the rest 
just powerfully rhetorical because Vaughan's initial description 
of his allegorical artifact is comprehensive and simple and the 
remainder is detailed and complex. Even the staid astronomer may 
have his breath taken by a view of the heavens through the Palomar 
telescope, but the configurations of a dust speck under a micro-
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scopic lens do not correspond to any conception of the sublime.
And if Vaughan does not exalt the Lover, the Miser, and the rest 
as he exalts eternity and time, it is because he understands the 
classical doctrine of propriety and respects it too much to describe 
the sublime and the impressive in the same terms. It was only in a 
later, more befuddled age,.when it became permissible to find 
heaven in a grain of sand, that it ceased to be absurd to treat 
the one as though it were the other.
The impact of Vaughan's opening is effectively reinforced by his 
skillful use of appropriate rhetorical devices. In the first line 
there is the dramatic, shocking effect of incongruity between 
"Eternity'1 and the deliberately casual "the other night." As E. W. 
Williamson points out, "if he had meant to refer to any such 
mystical vision as Pascal's famous vision of Fire, he would scarcely 
have waited till it was the other night before singing of it" (op. 
cit., p. 32). But the sheer audacity of treating the highest things 
with such familiar ease has the intended effect of startling the 
reader and arousing his interest in what the poet has to say. The 
unsophisticated tone, the direct syntax, the idiomatic phrase— all 
exemplify in their intense impact the dramatic power of simplicity. 
The prolongation of the sense-pattern through the second and third 
lines, in which the quality of the "vision" is objectively defined, 
fuses lines 1-3 in one large rhythmical unit; the fine assonance in 
the sound-pattern, and the massive, soaring effect of the rhythm 
(stemming mainly from the weighty decasyllabic second line), in­
tensify the impact of the description by embodying suggestions of 
its quality in the texture of the verse. The images of darkness and
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the world, projected in the next four lines, are distinctly sepa­
rate from the image of eternity: they move "round beneath it."
This thematically important relationship is emphasized by the vio­
lent contrast between the projected qualities of the two realms, 
and this contrast is effectively reinforced by means of rhetorical 
devices. First, the pause at the end of line 3— the most definite 
line-end pause in the opening passage— emphatically marks the end 
of the eternity-light motif and the beginning of a new pattern.
The dual composition of the speaker's vision might, one supposes, 
have provided an excellent case for the use of syntactical paral­
lelism; but Vaughan emphasizes the distinction between the two 
components by making the present object of his vision (Time) the 
subject of the clause, and by cutting the descriptive simile to 
about one third of the former length.
The image of eternity is projected in language comprising mainly 
fine vowel-sounds and delicate consonants: ring, pure, endless, 
light. bright: but the time-darkness motif is embodied in words 
with emphatic consonants and open, long vowels: round, hours, vast, 
world, hurled. The qualitative difference may be rendered more 
obvious by examination of two syntactically parallel phrases. "Like 
a great Ring" is rhetorically effective in the description of 
eternity because the sequence of sounds makes for rapid utterance, 
and this effect of swiftness is reinforced by the effect of clarity 
stemming from the fine vowels; "Like a vast shadow," on the other 
hand, has a ponderous effect appropriate to the description of 
time because the prolonged vowel in "vast" slows the line, and the 
awkward sequence, st-sh, produces slow, stiff articulation. An
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e q u a lly  s u b tle  u se  o f  r h e to r ic  i s  e v id e n t in  th e  d i f f e r e n t  q u a l i t i e s  
o f  th e  same sound in  "AIL calm" and "And a l l  h e r t r a in " —th e  d i f f e r ­
ence stemming from th e  f a c t  t h a t  Vaughan s h i f t s  th e  word from an 
u n s tre s se d  p o s it io n  in  th e  f i r s t  p h rase  to  a h e a v i ly - s t r e s s e d  
p o s i t io n  in  th e  second. In  b o th  p o r tio n s  o f th e  opening passage th e  
a p p ro p r ia te  sounds a re  c o n s ta n tly  em phasized by heavy s t r e s s e s .  The 
e f fe c t iv e n e s s  o f  t h i s  d ev ice  i s  nowhere exem p lified  b e t t e r  th a n  in  
th e  ponderous, d ragg ing  e f f e c t  o f  th e  r e i t e r a t e d  heavy s t r e s s e s  in  
"Time in  h o u rs , days, y e a r s ."
The more detailed exposition of theme in the rest of the poem is 
foreshadowed by the presentation of time in line 4 as discontinuous, 
and more directly by the reference to the world's "train" in line 
7* Lines 8-45 comprise a vividly dramatic account of prominent 
followers of the world, who variously represent "the lust of the 
flesh, the lust of the Bys, and the pride of life." mentioned by 
St. John to exemplify the proposition that "All that is in the 
world . . . .  oasseth away." The Lover and the Epicure obviously 
represent the lust of the flesh, and the Lover may also denote the 
lust of the eyes, as apparently do the Miser and those who are en­
slaved by "slight, triviall wares." The Statesman and those who 
evince a "wide Excesse" seem to represent the pride of life, although 
the ascription of an abnormal predatoriness and gluttony to the 
Statesman identifies him at least symbolically with the lust of 
the flesh. My description of this portion of the poem as "detailed" 
must of course be considered as implying a comparison with the 
comprehensive descriptiveness of lines 1-7. As Miss Rosemary 
Freeman has pointed out in English Bnblem Books (p. 151), the vari­
24-1
ous personages are abstract, emblematic figures. Thus discussion 
of the possibility that the "darksome States-man" is intended as a 
portrait of Cromwell (see note, below, on line 16) is quite point­
less, and Hutchinson's view that the poem's "fine theme" is marred 
by "allusions to contemporary events" is completely unjustified.
Such discussion only obscures a really important point— that the 
general view of the world presented here is conditioned by Vaughan's 
view that the Civil War, the execution of the King, and the es­
tablishment of the Commonwealth, exemplified the dominance of a 
cosmic principle of evil. This view, clearly revealed in many other 
poems and in the prose works, may have impelled him to choose the 
Statesman as a type of worldly unregeneracy, and is doubtless 
responsible for the suggestion, discernible in the last stanza, 
that the unelect are comprised of non-Anglicans. But the poem is 
an ode, though only Miss R^ stvig, to my knowledge, has identified 
it as one (The Happy Man, i, 284). Accordingly, there is no satire, 
no particularized setting, no individual characterization; the 
theme is abstract, the allegorical drama is enacted on a cosmic 
stage, and the actors are symbols of spiritual states. The human 
figures are given only such attributes as serve to establish their 
symbolic significance. They are vivid figures because, as Miss 
Freeman observes (loc. cit.), they are associated with concrete 
"emblems of their folly" and their abstract qualities are treated 
concretely by the poet, with the result that the poem makes a 
"simultaneous effect of precision and vagueness." Mr. J. B.
Leishman describes the poem's characteristic quality more amply 
but in similar terms (The Metaphysical Poets, pp. 158-159)* .
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it is • . , not cloudy and obscure, but concrete and clear, where 
conceptions have the intensity and vividness of perceptions. Here 
is a poet thinking through the senses, exercising in a wonderful 
way that power which Carew recognized in Donne, when he said that 
Donne could 'the deepe knowledge of darke truths so teach,/As sense 
might judge, what phansie could not reach
The association of the benighted figures of lines 8-45 with the 
dark world in time, and the distinct separation of this world from 
eternity, are constantly reinforced by subtle rhetorical means.
This i.s especially true of the Statesman, the somber figure who, 
significantly, is given more prominence than any other. Every detail 
of his description is shadowed and ominously suggestive; one phrase 
is almost exactly parallel, in both meaning and syntax, to a phrase 
in the description of time: "Like a vast shadow mov'd— Like a thick 
midnight-fog mov'd" (11, 6, 17). Moreover, he is "darksome," his 
thoughts are like "Ecclipses," he is pursued by "Clouds," and he is 
imaged as a "Mole"— moles being traditionally blind, inhabiting a 
dark world. The situation of the Statesman, dark within and dark 
without, enveloped in his burrow "under ground," is directly paral­
lel to that of the world as a whole, enveloped in the "vast shadow" 
of time and peopled by the spiritually sightless. The relationship 
between time and eternity established in the beginning is rein­
forced by the statement that the Miser "would not place one peece 
above," and the Biblical echo here hints at the symbolic meaning 
of the "great Ring" which the world and its train are beneath. A 
more positive suggestion is made by the allusion to the Epicure 
placing "heav'n in sense," and by the reference in lines h4-45 to
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T ru th  w atching  h e lp le s s ly  th e  v ic to ry  o f th e  w o r ld 's  " s l i g h t ,  
t r i v i a l l  w ares."
The most d e f in i t e  h in t ,  however, which a c tu a l ly  foreshadow s th e  
f i n a l  s ta n z a 's  r e s o lu t io n  o f th e  b a s ic  problem , i s  found in  th e  
d e s c r ip t io n  o f th e  lo v e r  in  s tan z a  1 . He i s  p ro je c te d  in  l in e s  
8-12  as " d o tin g ,"  com plaining to  h is  m is tre s s  " in  h is  n u e in te s t  
s t r a in ,"  and surrounded by "emblems o f / h i s j  f o l l y , "  So f a r ,  every­
th in g  in  t h i s  d e s c r ip t io n  i s  c o n s is te n t  w ith  th e  L o v e r 's  expected  
fu n c tio n  a s  an exponent o f  th e  l u s t  o f  th e  f le s h  and th e  l u s t  o f 
th e  ey es . "Y et,"  says th e  p o e t—and th e  word obv iously  marks th e  
in tro d u c tio n  o f  something unexpected— "Yet h is  d ea r  T re a su re /A ll 
s c a t t e r ’d la y ."  Nobody, so f a r  as I  know, has commented on th e s e  
l in e s  excep t P ro fe sso r  Kermode, and he seems to  me to  m is in te rp re t  
them when he speaks o f th e  Lover "do ting  on th e  wrong T reasure" 
("The P r iv a te  Im agery," 212). T his i s  to  im ply t h a t  th e  t r e a s u re  
which la y  s c a t te re d  was th e  L o v e r 's  s p i r i t u a l  e s t a t e ,  b u t ,  i f  so , 
Vaughan's use o f  "Yet" i s  q u ite  i l l o g i c a l .  C onscien tious in te r p r e ­
t a t i o n  o f  what th e  poet says re q u ire s  u s , I  b e l ie v e , to  id e n t i f y  
th e  s c a t te r e d  t r e a s u r e  w ith  th e  dev ices  o f  th e  L o v e r 's  t r a d e  which 
a re  denoted e l l i p t i c a l l y  by l i n e  10 as ly in g  "Neer him ." And th e  
speaker h e re  reco rd s  h is  su rp r is e d  d isco v e ry  t h a t ,  c o n tra ry  to  ex­
p e c ta t io n ,  th e  Lover n eg le c te d  th e s e  item s "w hile  he h is  eys d id  
pour/Upon a f lo w r."  The language in e v i ta b ly  r e c a l l s  th e  d e s c r ip t io n  
in  "The R e trea te "  o f  th e  p o e t h im se lf  as a  c h i ld :
When on some g ild e d  Cloud, o r  flow re 
My gazing so u l would dw ell an houre,
And in  th o se  weaker g lo r ie s  spy 
Some shadows o f e t e r n i ty .
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Thus this part of the description subtly evokes the whole Neo-Platonic 
conception of God's immanence and of nature as a ladder of ascent 
to God, which is explicitly presented at the end of another poem 
about the contemplation of a flower— "I walkt the other day (to spend 
my hour).1' And it anticipates the tast stanza's account of the way 
“which from this dead and dark abode/Leads up to God" and which 
thus links the realms of eternity and time.
The reintroduction of the image of eternity in the final, stanza 
is not accompanied by a return of the exalted rhetoric of the open­
ing lines, because the Tx>et is here concerned with the emergence of 
his theme and so employs language which vr5.ll assist rational compre­
hension. His close view of the scene has formerly revealed only 
denizens of the dark world, but now, still at close range, he sees 
the bright ring of eternity as well. This appearance of the whole 
vision in the narrower perspective of the speaker's close-range 
view reinforces the thematically important idea, which emerges fully 
in this stanza, that eternity and time are not rigidly separate, as 
they were formerly depicted, but that there is a "way" between them-- 
and he sees this way and "some" ascending it. These are they who, 
in the language of St. John, do the will of God and so abide for­
ever— eternity is described in line 2 as "endless." The saved "all 
this while did weep and sing,/And sing, and weep"; the transposition 
of terms enhances the emphatic effect of repetition, and the im­
portance of the conception here justifies the device. It is highly 
significant that in presenting the means by which eternity is not 
merely seen, but entered into, the poet presents nothing which can 
be construed as a mystical practice or experience. Vaughan here
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dramatizes the life of Christian devotion. The saved "weep"--weep 
in repentance for sin and in pain under the burden of life; and 
they "sing"--evincing their spiritual advancement through afflic­
tion by joyful worship and praise of God. The gradually evolving 
theme is brought to a climax by the dramatic intervention of the 
speaker. The terms in which he reproves the unelect (they "would 
use no wing," they "prefer dark night/Before true light") subtly 
suggest the heresy that man can save himse?_f. The speaker's vigor­
ous exhortation, based on this erroneous belief, both necessitates 
.and dramatically intensifies the final authoritative explanation 
of the baffling phenomenon of grace. The sudden sharp check of the 
speaker's eloquence in line 57> the unexpected shift in thought, 
the brevity of the solution, and the fact that it is "whisper'd," 
all dramatically enhance the impact of this effective consummation.
1. 2. Like a great Ring. Kermode, "The Private Imagery," 211:
Vaughan certainly employs imagery which is used 
by the mystics. The circle is a frequently.recurring 
jjoage of this sort . . . .  The circle, or ring, may, 
as W, 0. Clough suggests, combine the functions of 
Hermetic symbol and of the Milky Way and a number of 
other things. . . . Vaughan may have borrowed the idea 
from Felltham, or from Hermes himself. What is certain 
is that he uses the idea in several other poems, in­
cluding "Vanity of Spirit," "Ascension-Hymn," and 
"The Queer." What is more, he uses it in one of the 
poems which certainly antedate any conversion, "To 
Amoret Walking in a Starry Evening." . . . Eternity as 
a ring is an old notion • . .
R^stvig, op. cit., 285-286:
It is useful to compare Vaughan's image of eternity 
as a ring of pure and endless light to Casimire's 
"brim'd Ocean of the Deitie" £in "E Rebus Humanis 
Excessus_I[7 which envelops the poet "with endlesse 
flouds of rest." One might also point out the simi­
larity of this image to Benlowes' "wreaths of endless
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l ig h t "  o r  h is  " r in g  o f  bound less ju s t ic e "  in  
T heophila  (1652) .
M artin , p .  7^2 :
F e l l th a n ,  R esolves , . . d e sc r ib e s  V irtu e  and 
Vice w ith  t h e i r  v a rio u s  a t te n d a n ts  t r a v e l l in g  
th ro u g h  th e  w orld  and competing f o r  th e  so u l o f 
man: "And behinde a l l  th e s e ,  came E te r n i ty , c a s t -  
in g  a Ring abou t th e n , w hich l i k e  a s tro n g  in -  
chan tm ent, made them f o r  ever th e  same,"
11, 1 -2 , I  saw E te r n i ty  . . . and endle s s  l i g h t . M arts , The 
P o e try  o f Medit a t i o n , pp. 31-32, c i t e s  " th e  v i s u a l iz a t io n ,  th e  c o l­
lo q u ia l  e a se , and th e  s im ilitu d e "  o f  th e se  l in e s  in  i l l u s t r a t i o n  o f  
th e  id ea  t h a t  " p ra c t ic e s  o f 'c o m p o s itio n 1 o r  'p ro p o s in g ' l i e  behind 
th e  v iv id ly  d ram atized , f irm ly  e s ta b lis h e d ,  g ra p h ic a lly  imaged open­
in g s  t h a t  a re  c h a r a c te r i s t i c "  o f  sev en teen th  cen tu ry  p o e ts .
- •  ? ln e  in  hours ,  d a y s , y e a rs .  Cf, Donne, "The Sunne R is in g ,"
1 . 10 (Poems, p , l l ) :  "Nor ho’a re s , d ayes, m oneths, which a re  th e  
ra g s  o f t im e ,"  Compare a lso  Vaughan's s im i la r ly  d e l ib e r a te  and suc­
c e s s fu l  use  o f  r e i t e r a t e d  heavy s t r e s s e s  in  " E te s ia  a b s e n t ," 1 , 12: 
"D isse c ts  and rack s  and g rin d s  th e  H ea rti"
11. 1 -6 . I  saw E te r n i ty  . . . v a s t  shadow m ov 'd . Leishman, op. c i t . ,  
p . 158, su g g ests  t h a t  th e  im agery h e re  may be based  p a r t ly  on P la to ,  
Tim aeus. 37d, "where P la to  d e sc rib e s  how God o r  th e  Demiurge c re a te d  
tim e ."
1 . 7* h u r l 'd . P e t t e t ,  op. c i t . ,  p . 125, d e s c r ib e s  t h i s  word as  
" c o r r e c t ly  employed f o r  i t s  co n n o ta tio n  o f v io le n t  a g i t a t io n ,  d i s ­
o rd e r ,  e t c . . "
11, 8-9* quaintest, their. Variants of quaintest and there, their.
I. e., in "the world" (l. 6).
11. 13-15. Yet his dear Treasure . . . Upon a flowr. With my in­
terpretation, above, of the significance of this passage, compare. 
"The Character, to Etesia," 11. /+5-^ 6: " I  could, and should from 
heav'n stray,/But that thy life shews mine the way," and Donne,
"Holy Sonnets," XVII, 11. 5-6: "Here the admyring her my mind did 
whett/To seeke thee God; so streames do shew their head" (Poems, p. 
301), The idea that love of an individual was the beginning of an 
ascent to love and comprehension of God stems from the description 
of the Stair of Love in Plato's Symposium.
11. 8-15. The doting Lover . • . Upon a flowr. Hutchinson, op. 
cit., p. 121, seems paradoxically to consider this passage part of 
the poem's "splendid opening," which he says "is immediately followed 
by the caustic description of the 'darksome States-man' £. i67."
11. h~15. And round beneath it . . . Upon a flowr. Miss R^ stvig, 
op. cit., 285, curiously misconstrues this passage: "The first 
stanza . . . describes eternity."
1. 16. The darksome States-man. Chambers, The Poems of Henry 
Vaughan, i, 30?* "There may very likely be an allusion to Oliver 
Cromwell in this passage." Hutchinson, op. cit., p. 121n:
Miss Guiney was minded to identify the "darksome 
States-man" with Cromwell, but in 1650, when this 
poem was published, he was not in full power. I do 
not myself think that his policy, patent to the 
world, at all resembles the digging of the mole 
"Who /sic7 workt under ground," or that his conscience 
was tortured by self-reproaches.
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Hutchinson's argument here is oddly inconsistent with his citation 
of the Statesman, on the same page, in support of the idea that 
"allusions to contemporary events . , , mar some of Vaughan's best 
poems."
11. 25-26. one did see/That 0011016. Compare line 58 and "The 
Palm-tree," 11. 23-24: "One you cannot see/Sits here and numbers 
all the tears they shed." The identity of the enigmatic but ner- 
ceptive "one" is probably explained by "Rules and Lessons," 11, 
136-137! "God prys/Through thickest nights" (Martin, p. 439)•
1* 27. Churches and altars fed him. Cf. "The King Disguis'd," 11. 
21-22, 31! "These are our days of Purim. which oppress/The Church 
. , . Like some fair Church, which Zeal to Charcoals bum'd."
11. 27-30• Churches and altars . . . Drank them as free. Compare 
Vaughan's prose attacks on the Parliamentarians, set forth in my 
"The Publication of Olor Iscanus," MLN. LXXVT (May, 1961), 404-408. 
The allusions here, however, are safely general, and cannot logi­
cally be construed as "allusions to contemporary events"; they are 
quite consistent with the poem's abstract theme.
1. 31• a heap of rust. This is a contemptuous reference to the 
Miser's gold. The image was most likely suggested by the Biblical 
passage alluded to in lines 3^-35 (see note, below).
I. 32. all his life. I. e., all through his life.
II. 31-32. The fearfull miser on a heap of rust/Sate. Cf. "To his 
friend— — ," 1, 45: "Like Divels that on hid Treasures sit."
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Marilla, pp. 187-188, explains the basis of the image.
11. 34-35, Yet would not place . . . In feare of theeves. Cf.
Matthew, vi, 19-20:
Lay not up for yourselves treasures upon earth, 
where moth and rust doth corrupt, and where thieves 
break through and steal:
But lay up for yourselves treasures in heaven, 
where neither moth nor rust doth corrupt, and where 
thieves do not break through nor steal.
11* 31-35• The fearfull miser . . .  In feare of theeves. Compare
the parallel, but much more powerful, description of "th1earthly
Usurer” in "To his friend—  11. 4l»48:
To think how th'earthly Usurer can brood 
Upon his bags, and weigh the pretious food 
With palsied hands, as if his soul did feare 
The Scales could rob him of what he layd there;
Like Divels that on hid Treasures sit, or those 
Whose jealous Eijres trust not beyond their nose 
They guard the durt, and the bright Idol hold 
Close, and Commit adultery with gold.
1* 40. a wide Excesse. Compare Vaughan’s account in "The 
Charnel-house," 11. 17-22, of the "stretch'd Excesse" of "Chameleons 
of state,” and Marilla’s interpretation of this massage as an attack 
on the Parliamentarians (pp. 172-173)•
1. 4-2. slight. triviall wares. Cf. "To the River Isca," 11. 79-81 
(Marilla, pp. 27-28): "those lowd, anxious Cares/For dead and 
dying things (the Common Wares/And showes of time)."
11. 4-2-43. The weaker sort . . . think them brave. Paraphrased: 
The weaker sort of people are enslaved by "slight, triviall wares," 
thinking them "brave.”
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5^. Their victory. T. e., the victory of "slight, triviall 
wares" over the "weaker sort" of people♦
11, And poor, despised truth sate Countina by/Their
victory. The specific basis of thought here may be Vaughan's 
frequently expressed belief that the Puritans were despisers of 
true religion and were unduly preoccupied with material interests.
11. 8-^ 5* The doting Lover . . . Their victory. My argument, above, 
that the various abstract figures here exemplify the lusts spoken 
of by St. John is intended not to contradict, but rather to sup­
plement, the convincing argument of Miss R^stvig (op. cit., 286) 
that this portion of the poem "like Casimire's ode /"E Rebus 
Humanis Excessus_^ 7i describes . . . seven types of human conduct 
each of which represents the influence of one Hermetic sphere." Her 
detailed exposition (pp. 280-288) of the resemblances between "The 
World," Casimire's poem, Vaughan's "The importunate Fortune." and 
the Hermetic Libellus I, 25-26, seems quite adequate to justify her 
conclusion:
Whatever one may think of the probable indebted­
ness of Vaughan to Casimire's version of the Her­
metic vision . . . the connection with the Hermetic 
tradition is plain and •unmistakable. It is impossible 
to avoid the conclusion that Vaughan's magnificent 
lines on eternity were conditioned by a literary in­
spiration.
1, 51* erots, and caves. Chambers, op. cit., 307* "Vaughan appears 
to be thinking of the Myth of the Cave in Plato's Republic, Bk. VII., 
and of the ascent to the Idea of Good there described." Mahood,
Poetry and Humanism, p. 260, makes a similar observation.
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11. 49-5^. 0 fools (said I,) . . . More bright than he. See Miss 
R^stvig's discussion (pp. 286-28?) of the "suggestion of verbal 
borrowing from Casimire" which may be discerned in this passage.
11. 46-56. Yet some, who all . , . More bright than he. Kermode's 
comments ("The Private Imagery," 212) or. the ascent of the elect 
described here are consistent with my sttggcstion, above, of 3. paral­
lel between this passage and the last two stanzas of "I walkt the 
other day (to spend my hour)."
1 . 60 . h is  b r id e . In  g e n e ra l, th e  r e g e n e ra te  c o l l e c t i v e ly  and th e
Church; s p e c i f i c a l l y ,  th e  A nglican Church— c f .  "L1Envoy," 1].. 33-35
(M artin , p .  542):
Dry up t h e i r  arm s, who vex th y  spouse ,
And ta k e  th e  g lo ry  o f  th y  house 
To deck t h e i r  own.
11. 59-60, This Ring . . . for his bride. Garner, on. cit.. pp.
41-42:
The allegorical nature of the ring is clearly 
posited by Vaughan. . , . Eternity is one thing, 
the ring is another; but if, with a kind of theo­
logical wit, we talk about eternity as a ring, a 
certain truth emerges from the fiction which 
strikes us all the more forcibly— the way to 
eternal life is by the church, Christ's bride.
Cosmologies speak of the cosmos in terms of rings 
and spheres, to be sure, but here they do no more 
than provide Vaughan with the source for his device, 
for Vaughan sees in the wedding ring a way to shift 
' the figure from eternity to eternal life.
With my argument, above, that the poem is "an expansion and drama­
tization" of the appended verses from St. John, compare the sugges­
tion of E. W. Williamson that the "germ" of the poem "probably lies
i n  t h e  c l o s i n g  e p i g r a m "  ( H e n r y  V a -u g h a n , p .  3 2 ) .
11. 57-60. But as I did . . . But for his bride. Compare Herbert's
similarly effective use of the device of dramatic interruption in
" T h e  C o l l a r , "  1 1 .  3 3 - 3 6  (Works, p p .  1 5 3 - 1 5 * 0 *
But as I rav'd and grew more fierce and wilde
At every word,
Me thoughts I heard one calling, Child1 
And I reply'd, My Lord.
Page *4-5» The Constellation.
Significant comment on this poem has scarcely done more than 
recognize that it comprises a contrast between the stars and man.
The basis of this contrast is the conception that the duties of the 
cosmos as a whole in. relation to God were analogous to man's. This 
conception is implicit in line 55i in which Vaughan prays that man 
will be "taught obedience by thy whole Creation"; use of "taught" 
here vividly suggests the corollary conception of nature as a book 
which the alert Christian will study attentively for both precept 
and example of his religious duly. The poet's aim is first to expli­
cate the moral lesson exemplified by the stars, and then to apply 
it to man for his edification; and this aim controls the organiza­
tion of the poem. In stanzas 1-12, successive contrasts between the 
stars and man reflect vividly the relationship of these analogues, 
and effectively support the poet's achievement of his purpose by 
enhancing his coherent exposition of the theme. The highly important 
use of the analogy, by application to man of the exemplary moral 
qualities of the stars, is here implicit as an obvious corollary of
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the emphatically projected contrast. In the final three stanzas 
the poet explicitly makes this application, concluding the poem 
with a prayer that God achieve by exercise of His grace that re­
generation of man (characterized by those qualities attributed to 
the stars) which man has signally failed to achieve, partly because 
of his disregard of the stars' salutary example.
Stanzas 1-7 comprise the first stage of thematic development, pro­
jecting a contrast based on an analogy of the celestial world to 
the microcosm. The elements of this antithesis are, significantly, 
almost precisely balanced: lines 1-15 develop the image of the stars, 
lines 15-28 the image of man. The opening stanza justifies the use 
of the intended analogy by expressing clearly the idea that the ce­
lestial world is itself a reflection or analogue of the divine 
spiritual world. The stars are morally useful to man, however, only 
because he (or, more exactly, the terrestrial sphere) is in turn a 
reflection of the celestial realm. The interrelationship of the 
three great spheres of the cosmos is subtly and intensely suggested 
by the declaration in line 20 that man "seldom doth make heav'n his 
glass." The meaning is that he usually fails to observe his reflection 
in the highest (spiritual) sphere; but, as line ^ has indicated, 
only "sometimes" is man privileged with direct revelation of the 
spiritual world itself. His best recourse is to make a habit of 
studying the analogue of that world comprised by the stars, Vaughan's 
point here is that man's general neglect of his religious duty is 
prominently illustrated by his failure to contemplate the stars in 
their "vast progressions"; his consequent disregard of their example 
of order and obedience to the divine will of God merely accentuates
his inherent tendency to moral degeneration. Man's degeneracy is 
described by means of specific examples of his disorder, of his 
failure to achieve the spiritual state appropriate to his assigned 
position in the Creation, and hence congruent with his essential 
nature and sanctioned by divine behest. He absorbs himself with 
inferior, material goals ("dead dust"), instead of with the pure 
realm of spiritual reality manifested by the stars; he indulges his 
baser nature in desire for transient worldly possessions ("Come 
and grass"), and in enjoyment of sensuous pleasures ("Musick and 
mirth"), neglecting the spiritual discipline of prayer, penance, 
and self-abnegation; and his intermittent efforts to rehabilitate 
himself are made futile by the intellectual errors to which his 
pride and arrogance render him prone.
Stanzas 8-12 develop the theme further, again by means of a 
balanced contrast between the stars and man; but the analogy im­
plicit here is not, as before, the analogy of the celestial world 
to the microcosm, but that of the celestial world to the body-poli­
tic. This analogy is evident in Vaughan's concentration on the re­
lations of the stars to each other and on social manifestations of 
the evil in man's nature. The poet presents quite specific examples 
of disorder in the state, for obviously lines 38-39 refer, respective­
ly, to the Parliamentarians' execution of Charles I and to their 
persecution of the Anglican Church. This interpretation is supported 
by the last stanza, for we cannot doubt that "thy spouse" refers to 
the Anglican Church and "these Rents" to its division by the Puritan 
movement. The author's continued attention here to political aspects
of the Rebellion is indicated by his prayer in line 56 that England 
become "an humble, holy nation," for it is sufficiently obvious that 
Vaughan could never regard as holy the state ruled by the murderers 
of the King. The Parliamentarians, then, are presented as the chief 
contemporary agents of social disorder, and, since the hierarchical 
social order was in the Royalist intellectual view analogous to the 
divinely ordained hierarchical order of the universe, as the most 
prominent contemporary exponents of moral degeneracy. The accu­
sation in lines 39-^ that they disguise their heinous crimes and 
evil motives by professing pious aims and principles is essentially 
identical with many attacks on the Puritans in Vaughan's prose works.
Lines 31-32 project the popular Renaissance belief that the con­
centric spheres of the traditional Ptolemaic universe represented 
an ascending hierarchy in which each sphere manifested a degree of 
purity in accordance with its relative proximity to the Empyrean.
The order exhibited by the stars results from the "calm and 
vel-train'd flight" of each in the sphere to which God assigned it. 
The obedience which Vaughan here praises consists in each star's 
acceptance of its station— in its freedom from a jealous emulation 
of those ranking higher, and from a consequent desire to raise its 
o m  relative status and thus violate the divine pattern. Thus, in 
the celestial world, there is "peace still, and no war." Because 
the poet is arguing by analogy, it is obvious that he here glances 
at the Civil War, and that the passage reflects his belief that the 
Rebellion represented an attack on God's cosmic plan as manifested 
in the structure of society, and proceeded from the sinful pride 
and selfish ambitions of the rebels. The lines therefore apply spe-
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eifically to the Parliamentarians the suggestion in lines 27-28 that 
arrogance combined with ignorance is a significant element in the 
corrupt man’s degeneracy.
The implications of these lines are developed further and empha­
sized by the ninth stanza, which reflects the medieval and Renais­
sance astrological theory that the planets exerted influences which 
variously conflicted with one another. This theory was commonly ab­
sorbed into the Christian intellectual scheme by means of the 
argument that God deliberately set them in opposition so as to en­
tail hardship on mankind in punishment for Adam's sin. Accordingly, 
Vaughan here insists that the stars' contrariety is emphatic evidence 
of their obedience to God’s will, and thus exemplifies a divine order. 
Use of "plac'd" and "fixt" emphasizes the wise passivity of the stars 
and reinforces pervasive suggestions of the celestial world's rigid 
fixture in the pattern ordained by God. Choice of "fought" intensi­
fies the earlier reference to "war" and reinforces contextual impli­
cations that the Civil War was an act of the utmost impiety. In the 
Royalist intellectual view, the function of the king in society was 
analogous to that of God in the spiritual world, and the duty of 
the subject to his political sovereign was cognate with the Chris­
tian' s spiritual duty to the divine Sovereign of the -universe. In 
terms of this poem's imagery, the Parliamentarians had a sacred duty 
to obey the King and to preserve the social hierarchy by an orderly 
maintenance of their stations, just as the stars have a sacred duty 
to obey God and preserve the celestial hierarchy by keeping a "calm 
and wel-train'd flight" in their respective spheres. Thus "Without 
Command" intensifies earlier suggestions that the rebels' egotistical
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attempt to remake society has violated the divine plan, and adds 
the implicit accusation that they have arrogated to themselves the 
sovereign power of the King and, by analogy, of God,
These suggestions are emphatically supported by stanzas 10-12,
The Parliamentarians have been "Commission'd," not by any sacred 
authority (as the King was entrusted with execution of God's sover­
eign power in the social realm), but only by "a black self-wil."
This language recalls the poet's earlier description of the corrupt 
man as characterized by a perverse cultivation of his baser nature 
(stanzas 5-6), and embodies the specific doctrine that moral de­
generacy manifested a subjugation of the rational faculties by the 
animal passions, Vaughan's argument is intensified by line ^5--"Thus 
by our lusts disorder'd into wars"— which points to the account in 
stanzas 5-6 of man's indulgence in various lusts, and attributes 
the overthrow of the social order to a widespread moral corruption. 
An analogy of microcosm and body--oolitic is implicit in the poet's 
projection of this degeneracy on the larger screen of society, for 
the dislocation of the natural order in the microcosm is parallel 
to that in the social world, where the basest elements (passions) 
have killed the King (reason) and govern in his stead. Thus, having 
presented his argument formerly in safe general terms, the author 
now employs those terms in accusing the Parliamentarians quite defi­
nitely of being utterly devoid of spiritual insight and therefore 
of moral authority. In short, he accuses them of manifesting the 
cosmic principle of evil.
Vaughan's expression of this charge is subtly intensified by the 
terms in which he denotes the Parliamentarians' most heinous act.
Here "father" not only signifies Charles I, but exactly echoes the 
term traditionally employed for the first person of the Trinity, 
and "Children" recalls the traditional reference to mankind as the 
children of God. The presence here of a submerged intention, of a 
deliberate ambiguity, is further suggested by the "witty" extension, 
in the term "mother," of the conception of the Church as the spouse 
of Christ. The purpose of these terms is not merely to emphasize 
the evil of fratricidal war (though they do that), but to associate 
the Parliamentarians * onslaught on the King's sovereignty with the 
rebel angels' attempt to unseat God from His divine throne. In terms 
of the analogy implicit in this part of the poem, the two ventures 
would have seemed to Vaughan quite literally parallel in motivation, 
intent, and culpability. And my argument here acknowledges the poet's 
subtle use of the allusion in lines 31-32 to the Parliamentarians' 
ambition, manifested by arrogant emulation of their social and moral 
superiors. That the poem's central purpose is a massive incrimination 
of the Puritan party is conclusively demonstrated by the final prayer, 
in which Vaughan sees a regeneration of man as a prelude to resto­
ration of the traditional social order and rehabilitation of the 
afflicted Anglican Church, and envisages these projected events as 
effecting a re-establishment in society of the divine pattern designed 
by God and still exemplified in the celestial world.
1 . 3* that hil. I. e., heaven. Cf. "The Brittish Church," 1 . 3: 
"those hills of Mirrhe, and Incense." In terms of the cosmology im­
plicit in this poem, Vaughan refers to the Enpyrean. grow. I. e.. 
originate.
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11. 2-^ . those true Joys . . . tast sometimes below. Compare the 
question which Vaughan asks of "that joy . . . Whose diet is divine 
and fair" in "The Queer," 11. 9-12.
11. 5-6. you move/Mow beneath, and now above. Vaughan refers to 
the varying exposure and concealment of the stars by clouds. The 
idea that the stars continue to shine above the clouds is more ex­
plicitly presented in line 11: "And when I cannot see, yet do you 
shine."
1. 7. overlook. I. e., survey,
I. 8. The darkest night. The imagery here is carried on by "black 
days" and "this Darknes" (11. 51)•
II. 7-8. overlook/The darkest night, and closest nookl Cf. "Rules 
and Lessons," 11. 136-137 (Martin, o. 3^9)* "God prys/Throuph thick- 
est nights."
1. 13* Silence, and light. The terms intensify, respectively, the 
"without noise" and "lights" of line 1.
1. 16. slips. I. e., slips from, his span. I. e., the full extent
of that portion of the Chain of Being (between the highest animals 
and the lowest angels) properly occupied by man. The allusion is 
vividly intensified by the assertion in line 28 that the degenerate
man's perception is inferior to that of "th1 herb he treads." The
poet thus implicitly equates the degenerate man's insight with that 
of the Inanimates, the basest creatures in the Creation.
260
11. 15-16. No sleep . . .  slips his soan. Cf. wThe Tempest," 11. 
3 7 - 3 9 .
11. 17-20. He grons beneath . . . heav'n his glass. Cf. "To
Lysiraachus, the Author being with him in London," 11. 29-36:
When these in their profuse moods spend the night
With the same sins, they drive away the light,
Thy learned thrift puts her to use; while she 
Reveals her firy Volume unto thee;
And looking on the separated skies 
And their clear Lamps with careful thoughts & eyes 
Thou break'st through Matures upmost rooms & bars 
To Heav'n, and there conversest with the Stars.
1. 21. if there be musick here. The expression incliides a glance
at the idea of the music of the spheres, and represents an unfavor­
able comparison of terrestrial "music" with the heavenly harmonies. 
Further expressions of Vaughan's unfriendly attitude to music may 
be found in "Joy," 11. 1-10 (Martin, p. *1-91), "The Daughter of 
Herodias,1 11. 3-^ (p. 503). an^  "The true Christmas," 11. 11-12
(p. 666).
1, 26. When it were best to sleep. The primary meaning here is 
related to the poet's subsequent equation of the corrupt man's per­
ception with that of Inanimates. His rational faculties are so 
depleted by his neglect of them, and by his cultivation of the baser 
animal faculties, that his contemplation of the stars has less 
spiritual value than sleep. Implicit here, therefore, is Vaughan's 
belief that sleep might be productive of spiritual renewal (cf,
"The M o m i n g - w a t c h , "  1 1 .  2 5 - 3 * 0 .
1. 27. long before. I. e., long before he knows them.
261
11. 27-28 . Dares know E f fe c ts  . . . much, much m ore. Compare my 
suggested  in t e r p r e ta t io n ,  above, o f  "The Tem pest," 11. 39-40.
11. 25-32. Perhaos some n ig h ts  . . .  and no war? Leishman, The 
M etaphysical P o e ts . p . 184: "/V aughan/ seems to  i n s i s t  t h a t  what we 
should  c a l l  th e  s c i e n t i f i c  study  o f n a tu re  i s  mere id le  c u r io s i ty ,  
and t h a t  th e  t ru e  method i s  th e  a n a lo g ic a l ."
1 .  37*  Commission’d . I .  e . , given "a u th o rity "  t o  a c t ;  th e  term 
co n tin u es  th e  though t o f l i n e  35*
I .  3 9 *  th e  m other. George H erb ert had c a l le d  th e  Church "Mother" 
in  "C hurch-ren ts and sch ism es,"  11 . 11, 24 (W orks , p .  140); Vaughan 
a llu d e s  to  th e  t i t l e  o f  t h i s  poem in  l i n e  59s " r e p a i r  th e s e  R en ts ."
I I .  3 8 - 3 9 *  H u t c h i n s o n ,  00.  c i t . ,  p .  1 2 1 :  " C h a r l e s  I  i s  t h e  f a t h e r  
t h e y  k i l l ,  a n d  t h e  C h u r c h  o f  E n g l a n d  i s  t h e  m o t h e r  t h e y  h a r r y . "  T h e  
p o em  w a s  p r o b a b l y  w r i t t e n  w i t h i n  a  f e w  m o n th s  a f t e r  t h e  e x e c u t i o n  
o f  t h e  K in g  o n  J a n u a r y  3 0 ,  1 6 4 8 / 4 9 — s e e  W  " T h e  D a t e  o f  H e n r y  
V a u g h a n 's  S i l e x  S c i n t i l l a n s . "  N & Q , New S e r i e s  V I I  ( F e b r u a r y ,  i 960) ,  
6 4 - 6 5 .  P e r h a p s  i t  i s  u n n e c e s s a r y  t o  e m p h a s i z e  h e r e  t h a t  H u t c h i n s o n ' s  
c i t a t i o n  o f  t h e s e  r e f e r e n c e s  i n  e v i d e n c e  t h a t  " a l l u s i o n s  t o  c o n te m p o ­
r a r y  e v e n t s  . .  .  m a r  so m e  o f  V a u g h a n 's  b e s t  p o e m s "  r e v e a l s  h i s  com ­
p l e t e  m i s u n d e r s t a n d i n g  o f  t h i s  c o m p o s i t i o n .
1 .  4 1 .  t h y  b o o k .  H i t h e r t o  V a u g h a n  h a s  b e e n  a p o s t r o p h i z i n g  t h e  s t a r s ,  
b u t  h e r e  ( o b v i o u s l y  s p e a k i n g  o f  t h e  B i b l e )  h e  a d d r e s s e s  G o d , a n d  
m a i n t a i n s  t h i s  r e f e r e n c e  t h r o u g h o u t  t h e  r e m a i n d e r  o f  t h e  p o e m . T h e n  
C a s t  h e r  b l o u d . a n d  t e a r s  u p o n  t h y  b o o k .  V a u g h a n  h e r e  r e f e r s  t o  t h e  
P u r i t a n s '  a r g u m e n t  t h a t  t h e i r  m e a s u r e s  a g a i n s t  t h e  A n g l i c a n  C h u r c h
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were directed, toward restoring the ritual, doctrine, and government 
sanctioned tay the Bible, and implicitly asserts that this argument 
is merely a pious disguise for their oppression of religion.
-• Where they for fashion look. I., e., which they read only 
for the sake of keeping up pious pretences.
I. *44. their noise. The term points by contrast to the stars'
"motion without noise" and "Silence" (11. 1, IB)*
II. 37-44. But here Commission'd . . . known by their noise. Com­
pare the many prose passages set forth in my "The Publication of 
Olor Iscanus," MLN, LXXVT (May, 1961), 40*4-408, in which Vaughan 
similarly accuses the Parliamentarians of oppressing religion in the 
name of reform.
I. 46. Our guides prove wandring stars. I. e.. "our" disorderly 
actions reveal that we have followed the example of comets— vrtiose 
erratic flight does not exemplify the divine order— instead of the 
example of the "calm and wel-train'd" celestial spheres.
II, 46-47. wandring stars . . . were reserv'd. The passage reflects 
the common medieval and Renaissance idea that the appearance of 
comets portended disaster.
I. 48. What time we from our first love swerv'd. I. e., at the Fall.
II. 46-48, Our guides . . . love swerv'd. This passage vividly in­
tensifies the poet's identification of the Puritans with the cosmic 
principle of evil, by suggesting that the present corruption of the 
state represents an inevitable apotheosis of the gradual process of
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cosmic decay initiated by the Fall.
Page H6, Man.
As commentators have frequently pointed out, this poem comprises 
a contrast between the stability of nature and the restlessness of 
man. Underlying the contrast is Vaughan's belief that the creatures' 
duties in relation to God were analogous to man's, this belief being 
founded in turn on the prominent Renaissance theory that the Divine 
Spirit was immanent (in progressively diminishing proportions) 
throughout the whole Chain of Being. Unlike the creatures, however, 
man does not "ever cleave" to God's "divine appointments," and the 
ooet implies in stanzas 3-^ that this instability is an asoect of 
man's corruption, being a result of the deterioration of his ration­
al faculties after the Fall. Consequently the author aims in this 
composition to present illustrations of nature's rectitude as salu­
tary examples for man to imitate and thus to further his own regener­
ation. The poet's exposition of his "philosophic" thesis is 
effectively supported by his achievement of an approoriate reflective 
tone through use of speech rhythms, and by the sober music of the 
large seven-line stanzas with their imperfectly alternating rhyme.
The poem's simple structure, comprising a unified, carefully bal­
anced antithesis, is likewise functionally effective, and Vaughan 
also exploits skillfully the dramatic value of suspense and surprise. 
The reader's interest is held through the first stanza's presen­
tation of specific examples of nature's "stedfastness"; the purpose 
of this exposition is revealed in lines 8-9, which, indicating the 
application of nature's example to man, project the poem's central
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problem and point to the subsequent elaboration of man's restless­
ness. The remaining lines of stanza 2 emphasize the "staidness" of 
the creatures, and thus dramatically enhance the antithetical theme 
of lines 15-22. The fourth stanza includes a further example of the 
poet's achievement of emohasis through dramatic juxtaposition. The 
final six lines compress the thematic contrast in two concrete 
images, and thus vividly intensify the antithesis of nature's sta­
bility (lines 23-25) and man's restlessness (lines 26-28). But here 
the poet's attitude undergoes a surprising change. 'Whereas he had 
prayed in lines 8-9 that God would make man like the creatures in 
punctuality, he now resolves the problem by unexpectedly implying 
an acceptance of man's unstable condition— and such an acceptance 
implies also, of course, an acceptance of human corruption and of 
the Fall which initiated it. The image of the shuttle implies the 
guidance of a superior hand, and this suggestion is reinforced by 
the allusion in "quest" to a prescribed direction. The full complexi­
ty of the view of man expressed here is conveyed intensely by the 
image of man's life as a "winding quest," which vividly suggests 
the seeking of directions by indirection. Vaughan here subtly implies 
the paradoxical doctrine of the "Fortunate Fall": out of both love 
and vengeance, God has ordained that the world be a school of af­
fliction to prepare man for heaven, and though he cannot make his 
"passage through these looms" unaided, Providence directs his "wind­
ing quest" and assists him to his eternal home.
1* 1» Weighing. Considering, contemplating, state. Situation, con­
dition, although "stateliness" is also implied.
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1* 2 , some mean th in g s , Cf. "The Tempest," 1 , 23: " th e se  low 
t h i n g s . " here  below . I .  e . , below th e  sphere o f th e  Moon, in  th e  
t e r r e s t r i a l  w orld ,
1* 3, w a tch fu l C loaks. This image, in  a d d itio n  to  t h a t  o f  th e  
s h u t t l e  and th e  looms in  l in e s  26-27, re p re s e n ts  Vaughan's 
e f f e c t iv e  use of dom estic im agery to  p ro je c t  a religious theme.
1 , 15. Han h a th  s t i l  e i th e r  to y e s ,  o r  C are. Cf. "To th e  R iver 
Ism," 11. 77-91 (M an illa , pp. 27-28):
And what ever F a te  
Impose e lse -w h ere , w hether th e  g rav er s t a t e ,
Or some to y  e ls e ,  may th o se  low d, anxious Cares 
For dead and dying th in g s  ( th e  Common Wares 
And showes o f  tim e) n e 'r b r e a k  th y  Peace . . .
1 . l 6 .  He h a th  no r o o t . The a l lu s io n  here  i s  Vaughan's "w itty "  
ex ten s io n  o f th e  id e a , p ro je c te d  in  th e  f i r s t  s ta n z a , o f f lo w ers ' 
" s t e d f a s t n e s s nor  to  one p lace  i s  t v ' d . Cf.  "And do th e y  so? have 
th e y  a S ense," 11, 15-16: "Then should I  ( ty e d  to  one su re  s t a t e , ) /  
A ll day ex p ect my d a te ."
I .  19. a home. I .  e . , heaven. The echo of t h i s  term  in  l i n e  ?A 
u n d ersco res  th e  a n t i th e s i s  between man and n a tu re .
I I .  19-21 . He knows he h a th  . . . how to  go t h e r e . These l in e s  
s u b tly  foreshadow  th e  im p lic a tio n  o f a tra n sc e n d e n ta l  goal in  l in e s  
26-28.
I .  2 3 . some s to n e s . I .  e . ,  th e  lo d e s to n e s .
I I .  23-25 . Nay h a th  n o t . . . t h e i r  Maker gave. The b a s is  o f  th e  
im agery h e re  i s  th e  phenomenon o f  m agnetism . See M a r i l l a 's  d isc u s s io n
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( p p .  1 3 8 - 1 3 9 .  269) o f  V a u g h a n 's  u s e  o f  t h e  c o n c e p t  i n  " To A m o r e t ,  
o f  t h e  d i f f e r e n c e  . . . "  a n d  " T o h i s  L e a r n e d  F r i e n d  a n d  L o y a l  
F e l l o w - P r i s o n e r  .  .  .
P a g e  4 7 .  jl w a l k t  t h e  o t h e r  d a y  ( t o  s p e n d  m y h o u r j j  
I n  h i s  v a l u a b l e  s t u d y ,  T h e  P o e t r y  o f  M e d i t a t i o n ,  P r o f e s s o r  L .  L ,  
M a r t z  a r g u e s  p e r s u a s i v e l y  t h a t  t h e  o r g a n i z a t i o n  o f  t h i s  p o e m  r e ­
f l e c t s  t h e  t r i p a r t i t e  p a t t e r n  o f  C h r i s t i a n  m e d i t a t i o n ,  c o m p r i s i n g  
c o m p o s i t i o n  o f  t h e  i jn a g e  ( s t a n z a s  1 - 3 ) ,  a n a l y s i s  ( s t .  ^ 6 ) ,  a n d  
c o l l o q u y  ( s t .  7 - 9 ) •  T h e  c a r e f u l  b a l a n c e  o f  t h e s e  t h r e e  e l e m e n t s  i s  
i m m e d i a t e l y  e v i d e n t ,  a n d  i t  i s  p e r h a p s  n o t  i n c i d e n t a l  t h a t  V a u g h a n  
d e v o t e s  t h r e e  s t a n z a s  t o  e a c h  s t a g e  o f  t h e  m e d i t a t i v e  p r o c e s s .  H e 
m a y  h e r e , a s  i n  s e v e r a l  o t h e r  r e l i g i o u s  p o e m s , i n t e n d  t o  s y m b o l i z e  
t h e  T r i n i t y ,  a l t h o u g h  s u c h  a  d e v i c e  b e a r s  a  l e s s  i n t e g r a l  r e l a t i o n ­
s h i p  t o  t h e  t h e m e  o f  t h i s  p o em  t h a n  t o  t h a t  o f  " T r i n i t y - S u n d a y , " 
a n d  i t  i s  p e r h a p s  m o r e  l i k e l y  t h a t  V a u g h a n  i n t e n d s  h i s  t r i a d s  t o  
r e p r o d u c e  a n d  t h u s  e m p h a s i z e  t h e  s t r u c t u r e  o f  t h e  p o e m  a s  a  w h o l e .
A m o r e  p e r t i n e n t  a s p e c t  o f  s t r u c t u r e  i s  t h e  p r o g r e s s i v e  e v o l v e m e n t  
o f  t h e m e — a  c o n s e q u e n c e  o f  t h e  g r a d u a l  e l a b o r a t i o n  o f  a  b a s i c  im a g e  
w h i c h  c o m p r i s e s  a n  e s s e n t i a l  f e a t u r e  o f  m e d i t a t i o n .  Som e h i n t s  o f  
t h e  s y m b o l i c  s i g n i f i c a n c e  o f  t h e  " p o o r  r o o t "  a r e  p r o v i d e d  i n  
s t a n z a s  2 - 3 ,  a n d  t h i s  p r o g r e s s i v e  d i s c o v e r y  o f  m e a n i n g  i s  s i g n i f i ­
c a n t l y  i n t e n s i f i e d  b y  t h e  m o r e  e x p l i c i t  s u g g e s t i o n s  o f  s t a n z a  4*.
T h i s  s u b t l e  e v o l u t i o n  o f  t h o u g h t  i s  c u l m i n a t e d  i n  t h e  f i f t h  s t a n z a  
b y  t h e  e x p l i c i t  e m e r g e n c e  o f  t h e  im a g e  a s  r e p r e s e n t i n g  " t h e  d e a d " 
i n  g e n e r a l .  S t a n z a  6  e m p h a t i c a l l y  m a r k s  t h e  c o n c l u s i o n  o f  t h e  p o e m 's  
a n a l y t i c a l  s t a g e ,  a c c e n t u a t i n g  t h e  t h e m e  b y  d e f e n d i n g  t h e  v a l i d i t y
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of the analogical technique exemplified so far. The element of 
personal emotion reflected in the poet's painstaking search for 
doctrine in nature, and especially in his intense reaction to dis­
covery* of that doctrine (stanza 5)» is significantly intensified 
in the poem's final section, where he dwells explicitly on his 
search for God. And this increased personal emphasis renders 
acceptable to the reader the sudden revelation in the last three 
lines of the poem's personal basis in the author's bereavement.
Not until we read these concluding lines can we realize that 
stanzas 1-5 represent allegorically the poet's search for his dead 
brother. These lines climax both the emotional and the intellectual 
elements of the poem by suddenly and intensely fusing the two 
objects of the poet's search. The doctrine which results from the 
first search~the solution of the particular problem of personal 
estrangement— leads the poet subtly to a solution of his general 
spiritual problem of estrangement from God; and, in the climax, 
where the former problem is suddenly revealed, the solution of it 
is likewise revealed as involved in the solution of the latter.
P r o f e s s o r  M a r t z  h a s  a l r e a d y  p o i n t e d  t o  t h e  c o m p a r a t i v e l y  " c o o l  
a n d  o b j e c t i v e "  t o n e  o f  s t a n z a s  1 - 4 - ,  w h i c h  c o m p r i s e  t h e  c o m p o s i t i o n  
a n d  t h e  b e g i n n i n g  o f  t h e  a n a l y s i s .  V a u g h a n 's  a c h i e v e m e n t  o f  s u c h  a  
t o n e  r e s u l t s  i n  l a r g e  m e a s u r e  f r o m  t h e  d e l i b e r a t e  m a t t e r - o f - f a c t n e s s  
w i t h  w h i c h  h e  d e s c r i b e s  h i s  i n v e s t i g a t i o n .  T h e  o p e n i n g  i s  d r a m a t i ­
c a l l y  c a s u a l ,  a s  i s  t h e  a u t h o r ' s  i m p r o v i z a t i o n  o f  " w h a t  I  c o u l d  
n e a r e s t  s p i e "  f o r  a  s h o v e l  ( l .  1 5 ) .  B u t  P r o f e s s o r  M a r t z  s e e m s  t o  m e 
t o  u n d e r e s t i m a t e  V a u g h a n 's  c a p a c i t y  f o r  i n v e n t i o n  w h e n  h e  t a k e s  
t h e s e  s t a n z a s  l i t e r a l l y ,  a s  d e s c r i b i n g  a n  a c t u a l  w a l k ,  a n  a c t u a l
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experience of the poet. The dramatization of his theme is one of 
Vaughan's favorite techniques, and is exemplified frequently in 
both secular and sacred poems. The opening of this poem is verbally 
close to the even more daringly casual opening of "The World"; but 
we are no more entitled to assiime that this poem records an actual 
walk of Vaughan's "the other day" than that the other records his 
actual vision of eternity "the other night." Having thus beguiled 
the reader's attention and aroused his interest in an expected 
personal revelation, Vaughan carefully leads him on, organizing the 
exposition in successive steps and emnhasizing them by appropriate 
use of local transitions. The second stanza enhances the rational 
and deliberate tone by identifying the poet's "search" as such, and 
by proposing the purpose of it— to discover whether "there might be 
other springs/Besides this here." This stanza thus foreshadows the 
later subtle emergence of the allegory by suggesting the doubleness 
of reality, the existence of a truth hidden hy appearances. In the 
fourth stanza, as he begins to expose patently the truth hidden in 
his symbolic flower and root, he characteristically assists the 
reader's comprehension, emphasizing this truth (which is, of course, 
the whole point of stanzas 1-6) by presenting it as "all" he could 
"extort" in answer to "Many a question Intricate and rare."
In terms of the basic motif (identified by lines 6I-63) of the 
poet's search for his dead brother, the "gallant flowre" of line k 
represents the departed youth. The sense of the speaker's desolation, 
stemming from mere presentation of the fact of loss, is intensified 
by the reference to "Winter" in line .5, and is further reinforced 
by the mention in line 12. of "cold friends." Projected here is the
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image of the poet as a lonely, comfortless man, bereaved and friend­
less, and devoted so intensely to the dead youth that he refuses to 
accept the finality of death as the truth that it appears to be to 
those who "peep and peer/l'th' face of things." In other words, he 
refuses to accept as final truth the evidence of the senses, and so 
refuses to accept as final reality the world of matter perceived by 
the senses. He seeks another world (the'spiritual) and another truth 
corresponding to it (revelation). It is this scepticism of the poet, 
this tension which he experiences between two orders of reality, 
which imbues these early stanzas with a dramatic intensity, elevat­
ing the detached, impersonal exposition above the level of the pe­
destrian by infusing the poet's prosaic actions with the glow of 
mysterious possibilities. This illuminating interfusion of "divided 
and distinguished worlds" is evident as the poet exemplifies a 
supra-natural doctrine through analysis of a natural creature, and 
as he Implicitly projects the cycle of life, death, and resurrection 
in terms of the cyclical recurrence of seasons. The poem's theme is 
gradually exposed in successive flashes of insight which radiate 
from the lines when the things of one world are suddenly presented 
paradoxically in terms of the other. The poet's digging up of the 
plant's "other bowre" represents investigation of his dead brother's 
grave. In the usual naturalistic terms, corpses are cold and the 
grave is a place of corruption and decay; but here it is the poet's 
friends of this world who are "cold" (l. 12), whereas the "Recluse" 
is "xvarm" and, although the senses cannot perceive this, lives. 
Furthermore, enclosure within the grave, instead of hastening the 
process of decay (as our senses tell us it does), actually reverses
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th e  p ro c e ss , en ab lin g  th e  re c lu s e  to  " re p a ir"  th e  rav ag es  o f  decay 
experienced  in  l i f e  and to  emerge e v e n tu a lly  "most f a i r  and young." 
The p o e t 's  e x tra -s e n so ry  d o c tr in e  i s  c o n s ta n tly  in te n s i f i e d  by th e  
paradox involved  in  i t s  ex p ress io n  in  term s o f  sense  p e rc e p tio n .
A c o ro lla ry  of th e  evolvem ent in  th e s e  s ta n z a s  of th e  d o c tr in e  of 
R e su rre c tio n  i s  a v iv id  ex p ress io n  o f th e  p o e t 's  aw areness o f th e  
inadequacy of m a te ria l e x is te n c e . The ex p ress io n  of t h i s  aw areness 
i s ,  a p p r o p r ia te ly , in t e n s i f i e d  as he a t t a i n s  f u l l  r e a l iz a t io n  o f  
what th e  r e s u l t  o f  h is  sea rch  means. The d isco v e ry  th a t  th e  dead 
do indeed  have "some o th e r  bow re," and th e r e  a re  happy, makes him 
weep and s ig h  in  envy, d e s p ite  h is  f e a r  o f  t h i s  co n fess io n  of 
f r a i l t y .  As th e  s ix th  s tan za  em p h atica lly  d e c la r e s ,  he has n o t found 
h is  b ro th e r ,  b u t on ly  a "poor ro o t ,"  and. h is  d isco v e ry  th a t  h is  
b ro th e r  now in h a b i ts  a n o th e r , p r i s t i n e  w orld  m erely e s tra n g e s  th e  
p oet more, m erely i n t e n s i f i e s  h is  sense o f e x i le  in  t h i s  w orld . In  
o th e r  w ords, th e  te n s io n  which he now exp erien ces  between th e  two 
w orlds i s  more in te n s e  th an  b e fo re , and, acc o rd in g ly , he i s  even 
l e s s  a b le  to  p e rce iv e  r e a l i t y  a s  com prising a sim ple dichotom y. His 
se a rc h  has rev ea led  n o t m erely  th e  e x is te n c e  o f th e  two w orlds b u t 
a ls o  t h e i r  s u b t le ,  in e x tr ic a b le  fu s io n . He has achieved in s ig h t  
in to  th e  s p i r i t u a l  w orld , and so le a rn e d  t h a t  r e a l i t y  i s  n o t circum ­
s c r ib e d  by m a tte r  and sen se ; b u t t h a t  in s ig h t  has i t s e l f  s u b tly  
m odified  h is  view o f m a tte r  and sen se , f o r  i t  has been re v ea le d  to  
him by a low ly member o f th e  n a tu r a l  w orld  w hich, though i t  i s  " s t i l  
tro d /B y  e v 'ry  w andring c lo d ,"  y e t  ex em p lifie s  a d o c tr in e  which does 
n o t appear on " t h 1 face  o f th in g s ."  T his complex i n t e l l e c t u a l  and 
em otional -c o n flic t  seems suddenly to  u n i te  th e  elem ents o f tho u g h t
2?1
and f e e l in g  in  th e  ooet in to  a com prehensive v is io n ,  and th e  re a d e r , 
p assin g  from stan za  6 to  s tanza  7 , experien ces  one o f th o se  sudden 
i n t u i t i v e  le a p s  f o r  which Vaughan i s  j u s t l y  fam ous. S tanzas 7-9 
com prise p robab ly  th e  most e x p l i c i t  en u n c ia tio n  in  h is  work o f th e  
in te r f u s io n  o f th e  n a tu ra l  and s p i r i t u a l  w orlds th rough  th e  imma­
nence o f God in  n a tu re .  T h is  account i s  p re se n te d  as an expansion 
o f  h is  d isco v e ry  o f "d o c trin e "  in  a "poor ro o t ,"  and th a t  d isco v e ry  
i s  suddenly p ro je c te d  as one o f " th o se  h id  a sc e n ts"  in  n a tu re  which 
w i l l  le ad  th e  p oet to  God and to  th e  sou l o f  h is  dead b ro th e r .
I .  4 . A g a l la n t  f lo w re . W illiam  Vaughan i s  spoken o f  as " th is  
P rim -ro se" in  l i n e  10 o f  th e  poem beg inn ing  "Thou t h a t  know 'st f o r  
whom I  mourne" (M artin , p . 4 1 ? ), and i s  compared to  "V io le ts"  and 
" th e  Prim rose" in  "D a p h n i s l i n e  25 (M artin , p . 676) .  For an ex­
p o s i t io n  o f th e  view th a t  th e  e a r ly  p o r tio n  o f  "D aphnis" r e f e r s  to  
W illiam  Vaughan see H utchinson, Henry Vaughan, pp. 220-221.
I I .  8 -9 . Yet I  whose search  . . . I ' t h 1 fa ce  o f th in g s . C f. "The 
S earch ,"  11 . 95-96 (M artin , p . 407).
I .  21. o f  us unseen . I .  e . , unseen by u s . The in v e rs io n  i s  d ic ­
t a t e d  by th e  exigency o f rhyme.
I I .  1 -2 8 . I  w a lk t th e  o th e r  day . . . m ost f a i r  and young. The 
a l l e g o r ic a l  meaning o f  t h i s  sea rch  may be e x p lic a te d  p a r t ly  by 
re fe re n c e  to  Vaughan's account o f  h is  sea rch  f o r  th e  "beams" o f 
h is  dead b r o th e r 's  s o u l,  in  l in e s  13-24 o f th e  poem beginn ing  
" S ile n c e , and s t e a l t h  o f  d ay esl"
2?2
1 . 29. th e  C lo th e s . T his t e r n  r e f e r s  f ig u r a t iv e ly  to  th e  e a r th  
which th e  speaker has removed to  uncover " th e  warm R ec lu se ,"  and 
a n t ic ip a te s  th e  a l lu s io n  in  l in e  32 to  th e  grave as a bed. P ro fe s ­
so r  Martz i s  m istaken in  b e lie v in g  (on. c i t . ,  p . 65 ) t h a t  Vaughan 
h e re  endows th e  ro o t  w ith  " th e  appurtenances o f th e  deathbed" as 
w e ll  as o f  th e  g rav e . Such an a l lu s io n  would be q u i te  in c o n s is te n t  
w ith  th e  p o e t 's  having "d ig g 'd "  ( 1 . 16 ) ; b u t no re fe re n c e  to  th e  
deathbed i s  in te n d e d . The image o f  th e  grave as a bed occurs o f te n  
in  Vaughan— see  n o te , above, on "To h is  Learned F rie n d  and Loyal 
F e llo w -P riso n e r , 1 11. 26-2?. H ere, as u s u a l ,  th e  image ex p resses  
e m p h a tica lly  th e  p o e t 's  b e l i e f  in  ev en tu a l r e s u r r e c t io n .
I .  31. my own f r a i l t y . The meaning o f  t h i s  ex p ress io n  i s  in te n s e ­
ly  o b scu re , and th e  in te r p r e ta t io n  o f fe re d  in  th e  f i n a l  paragraph  
above i s  on ly  one o f  s e v e ra l which su g g est th em se lv es . The syn tax  
w i l l  p erm it i d e n t i f i c a t i o n  of th e  " f r a i l t y "  as  th e  a c t  o f  covering  
up th e  ro o t  ag a in  w ith  s o i l ,  b u t i t  i s  d i f f i c u l t  to  see  in  what 
sense  t h i s  could be in te rp r e te d  a s  an ex p ress io n  of w eakness. I t  
seems more l i k e ly  t h a t  Vaughan in te n d s  to  su g g est t h a t  h is  se a rch  
in  n a tu re  fo r  ev idences o f r e s u r r e c t io n ,  by im plying a c o ro lla ry  
doubt o f  S c r ip tu r a l  a s su ra n c e s , in v o lv es  a  re p re h e n s ib le  weakness 
o f  f a i t h .  And t h i s  meaning may be tak en  as  th e  b a s is  o f a f u r th e r  
p o s s ib le  im p lic a tio n  t h a t  he i s  "stung  w ith  fe a r"  t h a t  h is  weakness 
may d is q u a l i f y  him from en jo y in g  th e  b l i s s  o f heaven a llu d e d  to  in  
l i n e s  33-35  and more em p h a tica lly  d e sc rib e d  (and e x p l i c i t l y  prayed 
f o r )  in  l i n e s  55- 6 0 .
I I .  29 -35 . T his o a s t , I  threw  . . Rock him a s le e p  below? Pro-
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f e s s o r  M artz (p . 6 5 ) i s  read in g  th e se  l in e s  w ith  h in d s ig h t when he 
says t h a t  Vaughan i s  here  "openly m e d ita tin g  on th e  loved  one he 
has l o s t . "  The an teced en t o f th e  nronouns h ere  i s  " th e  warm R ecluse" 
o f  l i n e  18, and t h i s  i s  n o t id e n t i f i e d  o th e rw ise  th an  a s  "a poor 
ro o t"  u n t i l  th e  clim ax i s  reach ed .
I .  4-2. c lo d . I .  e . , r u s t i c ,  country  bumpkin.
I I .  43-47. 0 th o u l whose s p i r i t  d id  . . . b e in g , fo rm e, nor name. 
Vaughan here  ex n resses  in te n s e ly  th e  N eo-P la ton ic  concep tion  o f  th e  
c re a t io n  o f  th e  u n iv e rse ; see  M a n il la 's  ex p la n a tio n  (n . 311) o f th e  
a l lu s io n  to  t h i s  th eo ry  in  "The im portunate  F o r tu n e , 1 1 . 80.
1 . 4-9. Thy s te n s . The term  i s  cognate w ith  th e  p o e t 's  ex p ress io n  
in  l i n e  52 o f  a  w ish  to  "climb" to  God by means o f th e  "h id  a sce n ts"  
in  n a tu re ,  and, l i k e  th o se  te rm s, r e f l e c t s  th e  id e a  (a c o ro l la ry  o f 
th e  th e o ry  o f c re a t io n  m entioned in  th e  n reced in g  n o te ) t h a t  n a tu re  
com prised an ascending  la d d e r  o r ch a in .
I .  52. th o se  h id  a s c e n ts . Cf. "The Tem pest," 1 . 3 ? : " th e i r  k ey es , 
and s e t  a s c e n ts . "
I I .  48-54 . G rant I  may so . . . though in v i s i b l y . M artz, p . 6 7 s 
"There i s  th e  e ssen ce  o f  B e lla rm in e 's  p o p u la r t r e a t i s e  based  on S t .  
B onaventure, The Ascent o f  th e  Mind to  God by a Ladder o f Things 
C rea ted ."
1 1 . 57-60. And from t h i s  Care . . . W ithout a l l  p a in . Here th e  
p o e t ex p resses  a p ra y e r  f o r  s a lv a t io n  a f t e r  d e a th , and so makes 
e x p l i c i t  an im p lic a tio n  found in  th e  f i f t h  s tan z a  (se e  n o te , above,
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on l i n e  31). S ig n i f ic a n t ly ,  s a lv a tio n  i s  seen as an a sc e n t p a r a l l e l  
to  t h a t  n ro je c te d  in  l in e s  48-54.
I .  6 3 . Thus. I .  e . , in  th e  manner d e sc rib e d  in  s ta n z a s  1-5*
I I .  43-63. 0 thouI whose s o i r i t  d id  , . . Thus a l l  th e  y e a r  I  
mourn. See th e  d isc u s s io n  o f th e s e  l in e s  by Miss M. M. Mahood ( P o e try  
and Humanism, p . 288) as p ro v id in g  evidence th a t  "a sense o f th e  
D ivine Immanence was, f o r  Vaughan, on ly  th e  f i r s t  s te p  tow ards a 
tra n sc e n d e n ta l  f a i t h . "  Miss Mahood r ig h t ly  d is t in g u is h e s  Vaughan’ s 
concep tion  o f  immanence from "the  pantheism  o f  some Romantic n a tu re  
p o e ts ,"  b u t i t  i s  u n fo rtu n a te  t h a t  h e r cho ice o f  words should  im ply . 
t h a t  b e l i e f  in  th e  immanence of God ar.d b e i.ie f  in  His tran scen d en ce  
were su ccess iv e  id eas  r a th e r  th an  complementary a sp e c ts  o f  th e  same 
co n cep tio n .
Page 49 . /T hey a re  a l l  gone in to  th e  w orld o f l i g h t / /
The o ccas io n , th e  them e, and th e  o u ts tan d in g  q u a l i ty  o f t h i s  poem 
have a l l  long  been reco g n ized . As P ro fe sso r  Helen C. White says ( The 
M etaphysical P o e ts . p . 304): "Seldom has th e  view o f  d ea th  as th e  
r e le a s e  o f  th e  s p i r i t  from th e  bondage of m a te r ia l  e x is te n c e  been 
more glow ingly ex p ressed ,"  and P ro fe s so r  George W illiam son c i t e s  i t  
a s  "perhaps th e  most su s ta in e d  poem t h a t  Vaughan has l e f t "  (The 
Donne T r a d i t io n , p . 1 3 0 ). Y et, a lthough  numerous, c r i t i c a l  comments 
on th e  poem re p re s e n t l i t t l e  more th an  r e p e t i t i v e  re c o g n it io n  and 
p o in t le s s  e f fu s io n  over t h i s  o r t h a t  b eau ty  of image o r  sen tim en t.
The on ly  approach to  com prehensive a n a ly s is  known to  me i s  P ro fe sso r  
E. C, P e t t e t 's  ch ap te r  on th e  poem in  h is  re c e n t Of P a rad ise  and
l i g h t  (no . 156- 165 ) .  This i s  a v a lu a b le  d is c u s s io n , b a s ic a l ly  be­
cause P ro fe s so r  P e t te t  bestow s due a t t e n t io n  n o t on ly  on what th e  
p oet says b u t a ls o  on how he says i t ,  and th u s  p rov ides a su b stan ­
t i a l  b a s is  f o r  th e  t r a d i t i o n a l  h igh e s tim a te  o f th e  poem 's m e r it .
I  s h a l l  th e r e fo r e  co n fin e  m yself to  some n o te s  and o b se rv a tio n s  on 
a sp e c ts  o f th e  poem which have been e i t h e r  g e n e ra lly  overlooked or 
e l s e ,  in  my view , m ishandled .
I t  has n o t been s u f f i c i e n t ly  emnhasized th a t  th e  theme o f th e  
poem i s  e s s e n t i a l ly  d e v o tio n a l.  Indeed , no more s t r ik in g  example i s  
to  be found o f th e  r a th e r  common tendency to  p o s i t  a m y s tic a l o r 
v is io n a ry  ex p erien ce  as th e  b a s is  o f  any v iv id  s u p e r - t e r r e s t r i a l  
image in  Vaughan th an  P ro fe sso r  W illiam so n 's  c i t a t i o n  o f th e  open­
ing  l i n e  as a "wonderful l i n e  o f m y s tic a l exoerience" and h is  
re fe re n c e  to  th e  e ig h th  s ta n z a  as an ex p ress io n  o f " th e  v ery  essence 
o f  /V aughan 's7  m ystic ism ."  P ro fe sso r  I tr a t-H u s a in  does n o t go so 
f a r  as t h i s ,  b u t r ig h t ly  r e l a t e s  th e s e  and o th e r  ex p ress io n s  in  th e  
poem to  Vaughan's d e s ir e  " to  know th e  m y ste rie s  which l i e  beyond 
d e a th  and p o ssess  th e  freedom th a t  aw a its  th e  so u l in  heaven" (The 
M y stica l E lem ent, pp . 233-234). P ro fe s so r  P e t t e t  le a v e s  t h i s  m a tte r  
b lu r r e d ,  r e f e r r in g  (p . 157 ) to  th e  f i r s t  l i n e 's  "world o f l ig h t"  as 
"a p h rase  t h a t  ep ito m ises  a l l  Vaughan's v is io n s  o f heaven." His 
l a t e r  d isc u s s io n  id e n t i f i e s  th e  theme c o r re c t ly  and su g g ests  th e  
l i t e r a r y  b a s is  o f  th e  poem 's im agery, b u t f o r  th e  sake of c l a r i t y  
l e t  us i n s i s t  on "conceo tions"  as a more f i t t i n g  word th an  " v is io n s " ;  
c e r ta in ly  th e re  i s  n o th in g  in  th e  poem 's s ta te m e n t, con sid e red  m erely 
a s  s ta te m e n t, t h a t  any o r d in a r i ly  p io u s  and w e ll- re a d  C h r is t ia n  
m ight n o t have w r i t te n .  A p ro se  e q u iv a le n t o f  th e  b a s ic  th an e  may
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be found in  th e  in tro d u c to ry  paragraphs o f Donne's Sermon XXIII 
(p u b lish ed  16*4-0), and in  t h i s  reg a rd  i t  i s  no tew orthy t h a t  th e  
f i n a l  s tan za  o f t h i s  poem d i s t i n c t l y  echoes a passage in  Vaughan's 
"R esu rrec tio n  and Im m orta lity "  which lo o se ly  o a rap h rases  Donne's 
t e x t .  And on ly  a p e rv e rse  r e fu s a l  to  reco g n ize  th e  f ig u r a t iv e  use 
o f language w i l l  im pel anyone to  f in d  ev idence o f V aughan's m ystic  
e x a l ta t io n  in  " I see them w alking in  an A ir o f g lory" ( l .  9)* This 
view o f th e  poem's d ev o tio n a l n a tu re  i s  s tre n g th e n ed  by o b se rv a tio n  
o f  an im portan t elem ent in  th e  p o e t ' s tech n iq u e  h e r e : h is  use o f a 
d ram atic  s e t t in g .  The id ea  o f h is  d e s o la te  s t a t e  i s  in t e n s i f i e d  by 
th e  h in t  o f  a r e a l i s t i c  s i tu a t io n  in  " I  a lo n e  s i t  l in g r in g  here"
( l .  2 ) ,  and t h i s  a l lu s io n  i s  f u r th e r  re in fo rc e d  in  th e  n ex t s tan z a  
by comparison o f h is  memory of th e  dead to  " th o se  f a i n t  beams in  
which t h i s  h i l l  i s  d r e s t , /A f t e r  th e  S u n 's  remove" (1 1 . 7 -8 ) .  In  th e  
f i n a l  s ta n z a , Vaughan's c h a r a c te r i s t i c  reg a rd  f o r  u n ity  im pels him 
to  a l lu d e  ag a in  to  th e  d ram atic  s i tu a t io n  and to  fu se  i t  f u r th e r  
w ith  th e  poem's theme by empl03r i n g . i t  ag a in  as  a b a s is  f o r  th e  
c e n tr a l  im agery; " th e se  m is ts ,  which b lo t  and f i l l /M y  p e rsp e c tiv e  
( s t i l l )  a s  th e y  pass" (1 1 . 37- 38) o b v io u sly  r e c a l l s  l in e s  7- 8 , and 
th e  f i n a l  p ray e r— "remove me hence un to  t h a t  h i l l , /VJhere I  s h a l l  
need no g la ss"  (11 . 39- * ^ ) - - l ik e w is e  p o in ts  to  th e  same passag e .
The poem's d e v o tio n a l c h a ra c te r  i s  f u r th e r  suggested  by th e  organ­
i z a t i o n ,  which r e f l e c t s  th e  p ro cess  o f m e d ita tio n . The poem i s  in  
f a c t  a m e d ita tio n  on d e a th , d o u b tle ss  prompted by Vaughan's r e c e n t  
bereavem ents (se e  n o te , below , on l i n e  l ) .  This p e rso n a l b a s is  o f  
th e  m e d ita tio n , v iv id ly  suggested  by th e  opening l i n e ,  i n t e n s i f i e s  
th e  d ram atic  q u a l i ty  d isc u sse d  in  th e  p reced in g  p arag rap h . S tanzas
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1-3  com prise th e  com position o f th e  image fo r  co n tem p la tio n : th e  
p oet v is u a l iz e s  in  h is  m in d 's  eye th e  beloved dead "w alking in  an 
A ir o f  g lo ry ,"  and th e  e f f o r t  o f  memory in v o lv ed  in  com position i s  
c le a r ly  p o s ite d  in  l i n e  3* S tanzas 4-8  com nrise th e  a n a ly s is ,  th e  
o o e t 's  conscious e f f o r t  to  u nderstand  d ea th  and to  d e f in e  a d o c tr in e  
w hich may f o r t i f y  h is  s p i r i t u a l  l i f e .  This p o r tio n  of th e  poem i s  
in tro d u ced  by a fe rv e n t apostrophe (1 1 . 13- 18 ) which e f f e c ts  a  t r a n ­
s i t i o n  from image to  d o c tr in e ,  and th e  problem t h a t  co n fro n ts  th e  
u n d erstan d in g  and t h a t  s ta n z a s  6-8  seek to  re so lv e  i s  c le a r ly  
re v ea le d  a t  th e  end o f  th e  f i f t h  s tan za  (11. 19-20). The f e rv e n t  ex­
p re ss io n s  o f  s tan z as  4-5 foreshadow th e  s t i l l  more in te n s e  and 
p e rso n a l em otionalism  o f  th e  co lloquy  ( s ta n z a s  9- 1 0 ) ,  i n  which th e  
p o e t, f o r t i f i e d  by th e  d o c tr in e  d e fin ed  by th e  u n d e rs ta n d in g , a p p lie s  
t h a t  d o c tr in e  to  h is  own s p i r i t u a l  problem and ex p resses  th e  
a f f e c t io n s  o f th e  w i l l  in  a d i r e c t  commitment to  God. I t  i s  perhaps 
h is  o v e rs ig h t o f  th e  poem's m e d ita tiv e  s t r u c tu r e  which causes Pro­
f e s s o r  P e t t e t  to  m is re p re se n t so s e r io u s ly  i t s  o rg a n iz a tio n  (op . 
c i t . , p . 165):
I n  i t s  o r g a n i s a t i o n  . . .  t h e  poem  i s  d e c i d e d l y  i n ­
f e r i o r  t o  T h e  M o m in g - W a tc h  a n d  T h e  N i g h t .  I t  b e g i n s  
w e l l — f o u r  n e c e s s a r y ,  c l o s e - l i n k e d  s t a n z a s  t h a t  r i s e  
u r g e n t l y  t o  t h e  i m p r e s s i v e  c l i m a x  o f  " D e a r ,  b e a u t e o u s  
D e a t h , "  e t c . ,  i n  s t a n z a  f i v e .  " M y s t e r i e s "  i n  t h i s  s a m e  
s t a n z a  s u g g e s t s  t h a t  t h e  d e v e l o p m e n t  o f  t h e  p o em  m i g h t  
t u r n  o n  s o m e t h i n g  o f  a  c o n t r a s t ,  t h e  h o p e s ,  t h e  a s s u r ­
a n c e s  o f  " g l o r y , "  w e i g h e d  t o  so m e  e x t e n t  a g a i n s t  t h e  
u n k n o w n . I n d e e d ,  t h e  f o l l o w i n g  s t a n z a  o n  t h e  f l e d g e d  
b i r d ' s  n e s t  d o e s  b e g i n  t o  d e v e l o p  t h i s  c o n t r a s t ;  b u t  
i n  s t a n z a  s e v e n ,  a n d  s t i l l  m o r e  i n  s t a n z a  e i g h t ,  w e 
a r e  s w i t c h e d  b a c k  t o  t h e  i n t i m a t i o n s  a n d  a s s u r a n c e  o f  
h e a v e n l y  g l o r y ,  w i t h  t h e  r e s u l t  t h a t  w e  h a v e  a  s e n s e  
o f  l o s t  o r  a r r e s t e d  p a t t e r n  a n d  e v e n  o f  so m e  o b s c u r i t y  
i n  a n  o t h e r w i s e  t r a n s p a r e n t  p o e m .
T h i s  s o u n d s  l i k e  t h e  h o a r y  a n d  q u i t e  u n j u s t i f i e d  v i e w  t h a t  V a u g h a n ,
t y p i c a l ly ,  knows how to  beg in  a poem b u t n o t so w e ll how to  develop 
o r  conclude i t ,  and i t  i s  s ig n i f ic a n t  t h a t  P ro fe s so r  P e t t e t  goes on 
to  c r i t i c i z e  th e  f i n a l  two s ta n z a s  as "very  r e p e t i t i v e  in  sen tim en t 
and idea"  and to  f in d  in  th e se  " s la c k ly  phrased  and sometimes 
p ro sa ic  l in e s "  firm  grounds fo r  d e s c r ib in g  Vaughan as " th e  poet who 
does n o t know when o r  how to  s to p ."  Leaving th e  final- s ta n z a s  a s id e  
fo r  a moment, l e t  me p o in t o u t t h a t  th e  developm ent o f  th e  poem i s  
in  f a c t  based  on a c o n t r a s t ,  b u t t h a t  no th ing  in  th e  poem w i l l  
induce th e  a l e r t  re a d e r  to  ex p ec t th e  term s o f  t h a t  c o n tr a s t  to  be 
" th e  assu ran ces  o f 'g lo r y '"  and " th e  unknown." In  th e  f i r s t  p la c e , 
s tan z a s  1-3  have em p h a tica lly  developed a  c o n t r a s t  between th e  
"world o f  l ig h t"  in h a b ite d  by th e  dead and th e  "Meer g lim ering  and 
decays" o f  m o rta l e x is te n c e , and have v iv id ly  su g g ested  th e  p o e t 's  
unhappiness and f r u s t r a t i o n  in  th e  l a t t e r  and h is  in te n s e  d e s ir e  to  
occupy th e  fo rm er. The f a c t  t h a t  th e  concluding  s ta n z a s  p r o je c t  
t h a t  c o n tr a s t  a g a in , and ex p ress  em p h a tica lly  th e  p o e t 's  fo rm erly  
im p lied  p re fe re n c e , ought to  a l e r t  th e  re a d e r  to  th e  p o s s i b i l i t y  
t h a t  th e  purpose o f th e  in te rv e n in g  s ta n z a s  i s  to  p rov ide a firm  
b a s is  f o r  t h a t  ex p re ss io n . But P e t t e t  m isses t h i s  purpose because 
o f h is  o v e rs ig h t o f  th e  a u th o r 's  d ram atic  te c h n iq u e , such o v e rs ig h t 
being  c le a r ly  re v e a led  by h is  comment on th e  s ix th  s ta n z a : "What 
p u zz les  us i s  where th e  b i r d  and th e  so u l have gone" (p . l 6l ) .  Now, 
i t  may perhaps p uzzle  u s , b u t c e r ta in ly  i t  never a c tu a l ly  puzzled  
Vaughan (n o t even in  h is  "u n reg en era te"  days) nor any o f h is  o r th o ­
dox co n tem p o raries . S c r ip tu r a l  and p a t r i s t i c  assxirances on th e  
m a tte r  were c le a r  and unambiguous, and a su p p o s itio n  t h a t  Vaughan, 
in  th e  p e rio d  o f -his most in ten se , p ie ty ,  had 'any doubt about th e
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u lt im a te  f a t e  o f th e  v ir tu o u s  s o u l,  could be d e sc rib e d  on ly  as  sh ee r 
ex trav ag an za . P robably  i t  would never have occurred  to  Vaughan to  
develop such a c o n tra s t  as P e t t e t  d e s c r ib e s ,  and, i f  i t  had, th e  
id e a  would have seer.ed to  him p o in t le s s  and even r a th e r  ab su rd . The 
p o in t i s  t h a t  he here  p ro je c ts  h im se lf  d ra m a tic a lly  as con tem plating  
th e  memory o f th e  dead , as  en v isag in g  t h e i r  occupancy o f th e  world 
o f  l i g h t ,  and as  th in k in g  th ro u g h  th e  problem of f a i t h  n re sen ted  
by d e a th  in  o rd e r  to  e s ta b l i s h  firm  d o c tr in a l  grounds f o r  d i r e c t in g  
h is  d e v o tio n a l l i f e  by th e  hope fo r  heaven v ig o ro u s ly  exp ressed  in  
s ta n z a s  Thus th e  purpose o f s tan z a s  6-8  i s  to  d ram atize  th e  
a ttem p t o f  th e  p o e t 's  u n d erstan d in g  to  f in d  th e  support o f  d e f in i t e  
.assurance f o r  h is  in te n s e  lo n g in g  to  be u l t im a te ly  re u n ite d  w ith  
th e  so u ls  whose d e p a r tu re  he mourns.
The problem o f th e  s o u l 's  u lt im a te  f a t e  i s  id e n t i f i e d  as  a problem 
by l in e s  19-20 , and th e  s o lu tio n  o f  i t  l e f t  open. Thi.s does no t 
im ply any a c tu a l  u n c e r ta in ty  on th e  p o e t 's  p a r t ,  b u t i s  a r h e to r i ­
c a l  d ev ice  to  j u s t i f y  th e  subsequent developm ent o f a s o lu t io n .  The 
d ev ice  does n o t a s s e r t  i t s e l f  u n p le a s a n tly , f o r  in  f a c t  "m y ste ries"  
can be ta k e n , n o t as  im plying u n c e r ta in ly  nor as d eno ting  th e  un­
known, b u t as  d eno ting  th e  r e a l i t i e s  o f heaven, which a re  m y ste rie s  
because th ey  a re  n o t amenable to  r a t io n a l  v e r i f i c a t i o n .  The uncer­
t a i n t y  p ro je c te d  in  th e  s ix th  s ta n z a  i s  a d ram a tic , n o t a  l i t e r a l ,  
u n c e r ta in ty ,  and Vaughan a s s i s t s  th e  r e a d e r 's  com prehension o f h is  
tech n iq u e  by a t t r i b u t i n g  doubt abou t th e  f a t e  o f  th e  s o u l , no t to  
h im se lf , b u t to  a f i c t i o n a l  "He t h a t  h a th  found some f le d g 'd  b ird s  
n e s t . "  P e t t e t  appears to  have miss.ed th e  connection  o f th o u g h t
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between th e  s ix th  s tan z a  and th e  two fo llo w in g , a lth o u g h  Vaughan 
em p h a tica lly  u n d ersco res  th e  connection  w ith  "And y e t ,"  in d ic a t in g  
q u i te  obv io u sly  t h a t  he w i l l  p re se n t a t r u t h  hidden from th e  f in d e r  
o f  th e  b i r d 's  n e s t :  bew ilderm ent w i l l  be rep laced  by a ssu ran ce , 
doubt by c e r ta in ty .  The whole o f s tan z a  7 i s  in  f a c t  an e la b o ra te  
p re p a ra tio n  fo r  th e  s o lu t io n  o f th e  problem by th e  p re s e n ta t io n  in. 
s tan z a  8 o f "some s tran g e  th o u g h ts"  which do " in to  g lo ry  peep ," as 
th e  b ird -w a tc h e r 's  earth -bound  th o u g h ts  do n o t .  The analogy o f  th e  
so u l and th e  s t a r  as p re se n ted  as an in h e re n tly  v a l id  way of demon­
s t r a t i n g  th e  r e a l i t y  o f r e s u r r e c t io n ,  and, on th e  b a s is  o f  t h i s  
im p l ic i t  c o n v ic tio n , Vaughan proceeds to  th e  assu red  commitment o f 
th e  f in a l  s ta n z a s .  He has developed a c o n tr a s t ,  n o t between th e  
known and th e  unknown, b u t between th e  r ig h t  and th e  wrong way o f 
knowing. The wrong way, p ro je c te d  in  s tan za  6 , i s  th e  r a t i o n a l i s t i c  
— seek ing  by th e  l i g h t  o f  n a tu r a l  re a so n , th rough  th e  medium of 
senso ry  ex p erien ce— and leav es  th e  mind u t t e r l y  in  th e  d a rk . The 
r ig h t  way, p ro je c te d  in  th e  e ig h th  s tan za  and c a r e fu l ly  emphasized 
in  th e  sev en th , i s  th e  f i d e i s t i c — acc ep tin g  th e  prom ises o f  th e  
S c r ip tu re s  and seek ing  by th e  l i g h t  o f  f a i t h  to  confirm  them th rough  
p e rc e p tio n  o f th e  analogues which God has d if fu s e d  th roughou t th e  
cosmos. Only such tran scen d en ce  o f  "wonted theams" p ro v id es  th e  
p o e t w ith  u n d erstan d in g  o f d e a th 's  "m y ste ries"  and g ives him th e  
assu ran ce  to  p ray  e x p l i c i t l y  fo r  r e le a s e  from " th i s  w orld o f  t h r a l l , "  
Some re a d e rs  may ag ree  w ith  th e  p re se n t w r i t e r  in  co n s id e rin g  two 
s ta n z a s  o u t o f  a t o t a l  te n  a n o t d is p ro p o r tio n a te  a l lo c a t io n  o f  
space to  th e  con clu sio n  o f  a  poem made up o f ' complex i n t e l l e c t u a l
and em otional e lem en ts. The purpose o f  th e se  s ta n z a s , o f  co u rse , i s  
to  c l a r i f y  th e  theme o f  th e  whole poem, and th e  con fusion  o f a t  
l e a s t  one commentator on t h i s  sco re  may perhaps s u r e s t  t h a t  th e  
con clu sio n  i s  too  b r i e f  r a th e r  th an  to o  lo n g . The s la c k  p h rasin g  
and p ro sa ic  s ta tem en t a t t r ib u te d  to  th e  co n c lu sio n  by P ro fe s so r  
P e t t e t  sim ply elude my o e rc e p tio n ; I  can th e re fo re  say n o th in g  on 
t h i s  head in  th e  poem's d e fen ce . But th e  r e p e t i t iv e n e s s  to  which he 
r e f e r s  i s  d ic ta te d  by th e  noera's p u rpose , and could  n o t be removed 
by a "much more compact, a firm  and memorable com pression" (suppos­
ing  fo r  th e  sake o f argument t h a t  th e  s ta n z a s  a re  n o t compact, f irm , 
and m em orable), b u t on ly  by making th e  poem say something e l s e .  The 
f i n a l  s tan z a  re p e a ts  th e  p e n u ltim a te  in  th e  way a p a r t i c u la r  s t a t e ­
ment re p e a ts  a  g e n e ra l: by sp e c ify in g  i t  and d e f in in g  i t  and th u s  
making i t  f u l l y  com prehensib le. I t  should be obvious t h a t  th e  f i n a l  
s tan z a  th u s  d e f in e s  " tru e  l ib e r ty "  and in  f a c t  p re se n ts  two h ig h ly  
im portan t a l t e r n a t iv e  d e f in i t io n s .  The p ray e r  f o r  d ea th  in  th e  two 
c lo s in g  l in e s  i s  (a s  nobody, to  my knowledge, has observed) p re­
ceded by a p ray e r f o r  an en ligh tenm en t o f th e  p o e t 's  s p i r i t  which 
e v id e n tly  does n o t r e q u ire  h is  p re lim in a ry  d e a th , and which should  
th e r e fo re  be co n sid e red  s im ila r  to  th e  co n c lu sio n  o f "R egeneration" 
in  ex p ress in g  a  d e s ir e  f o r  th e  k ind  o f i l lu m in a tio n  experienced  by 
m y s tic s .
A s f o r  t h e  r h y t h m ,  w h i c h  P e t t e t  c r i t i c i z e s  ( p .  163)  f o r  i t s  l a c k  
o f  " v i t a l i t y , "  i t  i s  o f  c o u r s e  p u r p o s e f u l l y  l o w - g e a r e d  i n  o r d e r  t o  
r e i n f o r c e  p r e v a l e n t  s u g g e s t i o n s  o f  a  p e n s i v e ,  r e f l e c t i v e  m o o d . T h e  
l u m i n o u s  q u a l i t y  w h i c h  h e  f i n d s  i n  t h e  p o em  s t e m s  n o t  o n l y  f r o m  t h e  
d i c t i o n : a n d  t h e  i m a g e r y  ( w h i c h  h e  s t r e s s e s )  b u t  a l s o  f r o m  t h e  u n i f o r m
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s t a n z a i c  s t r u c t u r e .  O n ly  i n  t h e  b r i d g e  p a s s a g e  ( s t a n z a s  ^ 5 )  d o e s  
V a u g h a n  r u n  t h e  s y n t a x  o n  f r o m  o n e  s t a n z a  t o  t h e  n e x t .  I n  a l l  t h e  
r e s t ,  e a c h  s t a n z a  c o m p r i s e s  a  s i n g l e  s e n t e n c e ,  a n d  d e v e l o p s  f u l l y  
a  s i n g l e  t h o u g h t  o r  i m a g e .  T h e  p o e t  i n t e n s i f i e s  t h e  r e s u l t i n g  s t e a d y  
p r o g r e s s i o n  o f  t h o u g h t  b y  i n v a r i a b l y  d i v i d i n g  e a c h  s t a n z a  e x a c t l y  
i n  tw o  w i t h  a  l i n e - e n d  p a u s e  o n  t h e  s e c o n d  l i n e ,  w h i l e  t h e  r e s t  a r e  
r u n - o n .  T h e  u n i t y  o f  e a c h  s t a n z a  i s  f u r t h e r  e m p h a s i z e d  b y  t h e  a n t i -  
c l i m a c t i c ,  t h r e e - f o o t l a s t  l i n e .  T h i s  s t r i c t  c o n t r o l  o f  s y n t a x  a n d  
v e r s i f i c a t i o n  c o n t r i b u t e s  s i g n i f i c a n t l y  t o  t h e  t o t a l  e f f e c t  o f  
s m o o t h n e s s  a n d  c l a r i t y ,  a n d  i s  d u e ,  a s  I  h a v e  f o r m e r l y  s u g g e s t e d ,  
t o  V a u g h a n ’ s  p r a c t i c e  o f  t h e  p o e t i c  t e c h n i q u e s  e x e m p l i f i e d  b y  "A 
S o n g  t o  A m o r e t.1
1 .  1 .  T h e y  a r e  a l l  g o n e .  C h a m b e r s ,  T h e  P o em s o f  H e n r y  V a u g h a n , i ,  
3 0 9 :  "B y  1 6 5 5  V a u g h a n  h a d  l o s t  h i s  b r o t h e r  W . , a n d  t h e  f r i e n d s  t o  
w h o s e  m e m o ry  h e  d e d i c a t e s  p o e m s  i n  O l o r  I s c a n u s , v i z . ,  R . W, a n d  
R. H a l l ;  p o s s i b l y  a l s o  h i s  f i r s t  w i f e . "  S e e  a l s o  " To t h e  p i o u s  
m e m o r ie  o f  C . W. E s q u i r e  , . . i n  t h e  y e a r  o f  R e d e m p t io n  1 6 5 3 "  
( M a r i l l a ,  p .  7 5 ) *
1.  4 .  A nd m y s a d  t h o u g h t s  d o t h  c l e a r . I  m a k e  n o t h i n g  o f  P r o f e s s o r  
P e t t e t 1s  f i n d i n g  i n  t h i s  l i n e  " t r a c e s  o f  f l a b b i n e s s  . . . w i t h  i t s  
f o r c e d  i n v e r s i o n  a n d  l i n e - f i l l i n g  a u x i l i a r y  v e r b , "  n o r  o f  h i s  f i n d ­
i n g  " s o m e t h i n g  c l o s e  t o  r e d u n d a n c y "  i n  " f a i r  a n d  b r i g h t "  a n d  " b l o t  
a n d  f i l l "  (11.  3i 37) a n d  " m o re  e x t e n s i v e l y "  i n  l i n e s  11-12 ( o p .  
c i t , , p .  1 6 ^ ) .  T h e  a c h i e v e m e n t  o f  f u n c t i o n a l  e m p h a s i s  t h r o u g h  
s p a r i n g  r e p e t i t i o n  o f  s y n o n y m s  s e e m s  t o  m e a  j u s t i f i a b l e  d e v i c e .
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1 . 5* I t*  The an teced en t i s  "T heir v e ry  memory" in  l i n e  3»
11. 7 -8 . th o se  f a i n t  beams . . . th e  Sun' s remove. H utchinson, 
on. ci t . , p . ?,J, quotes Miss Morgan: "The poem was probab ly  w r i t te n  
in  view o f  th e  A l.lt, on th e  s lone o f which Newton s to o d , 'W hilst i t s  
c r e s t  caught th e  l a s t  rays o f th e  s e t t in g  sun ."
1 . 10. Whose l i a h t  doth  tram ple  on my d ay s . Mahood, on . c i t . ,
n.
T q u es tio n  w hether Vaughan, i f  E n g lish  had 
been h is  m other-tongue, could have h i t  upon 
a verb  so lo g ic a l ly  in e x a c t ,  and y e t so p e r­
f e c t l y  r ig h t  in  i t s  c o n te x t.
P e t t e t ,  on. c i t . ,  p . 164:
"Trample" has been e n th u s ia s t i c a l ly  commended 
by Miss Mahood as an in s ta n c e  o f  a W elshman's 
bo ld  and o r ig in a l  h and ling  o f E n g lish , b u t in  
s p i t e  o f t h i s  endorsement many o f us a re  l i k e ly  
to  f e e l  t h a t  th e  co n n o ta tio n s  o f th e  word— g ro ss  
p h y s ic a l s o l id i t y ,  clumsy ponderous a c t io n ,  e t c .
—a re  o u t o f keening w ith  th e  a s s o c ia t io n s  o f 
" l i g h t ."
P ro fe s so r  P e t t e t  m erely expounds th e  lo g ica l, in e x a c tn e ss  which 
Miss Mahood acknowledges; i f ,  a s  she c la im s, th e  word i s  n ev e rth e ­
l e s s  " p e r fe c t ly  r i g h t , "  i t  i s  so because i t  v iv id ly  i n t e n s i f i e s  
th e  c o n te x tu a l o p p o s itio n  between th e  "A ir o f g lo ry" and th e  "Meer 
g lim erin g  and decays" o f th e  p o e t 's  m o rta l l i f e .
I .  15* your . . . you . The pronouns p o in t to  "death" in  l i n e  17.
I I .  21-2^. He t h a t  h a th  found . . . That i s  to  him unknown.
P e t t e t ,  p . l 6l :
The s ta n z a  m ust n o t be read  as  a lo o s e ly  
r e le v a n t  s im ile ,  fo r  i t  i s  c lo s e ly  and o r ­
g a n ic a l ly  lin k e d  w ith  th e  r e s t  o f  th e  poem
z&*
th ro u g h  th e  t r a d i t i o n a l  symbol o f th e  winged 
b i rd  f o r  th e  s o u l.
For an e a r ly  ex tended developm ent o f  th e  symbol by Vaughan, see
"The E ag le1 ( N a r i l l a ,  p . 7 2 ) , which co n clu d es:
I  w i l l  n o t seek , r a r e  b i r d ,  what S p i r i t  ' t i s  
That mounts th e e  th u s ;  I ' l e  be co n te n t w ith  t h i s ;
To th in k ,  t h a t  N ature made th e e  to  ex p ress  
Our so u ls  b o ld  H eigh ts in  a m a te r ia l  d r e s s .
11. 29 -32 . I f  a s t a r  were c o n f in 'd  . . . th rough  a l l  th e  so h a e re .
P e t t e t ,  p . l 6l :
"Tomb" s ta n d s  fo r  th e  body and " s ta r "  f o r  th e  
so u l o r o r ig in a l  d iv in e  l i g h t  ( s t a r - f i r e )  in  th e  
s o u l.  In  a d d i t io n ,  ta k in g  in to  acco u n t V aughan's 
fondness f o r  sym bolising  C h r is t  as  a s t a r  and 
n o tin g  th e  perhaps s ig n i f i c a n t ly  c a p i t a l i s e d  
"Tomb" in  th e  f i r s t  e d i t io n ,  we m ight .ju st p o s s i­
b ly  re ad  th e  s tan z a  a s  an in t im a tio n  o f  th e  Resur­
r e c t io n ,  an o v e rto n e  t h a t  would c e r t a in ly  be 
h ig h ly  r e le v a n t  to  th e  poem.
T h e  s u g g e s t i o n  w h i c h  P r o f e s s o r  P e t t e t  a d v a n c e s  s o  h e s i t a n t l y  i s  
t h e  m a i n  p o i n t  o f  t h i s  s t a n z a .  H e  d o e s  n o t  g i v e  d u e  w e i g h t  t o  l i n e s  
31- 32, w h e r e  " w h e n  t h e  h a n d  t h a t  l o c k t  h e r  u p ,  g i v e s  ro o m "  o b v i o u s l y  
d e n o t e s  t h e  d e a t h  o f  t h e  b o d y  a n d  t h e  c o n s e q u e n t  r e l e a s e  o f  t h e  im ­
p r i s o n e d  s o u l ,  a n d  " S h e ' l  s h i n e  t h r o u g h  a l l  t h e  s p h a e r e "  d e n o t e s  
t h e  s o u l ' s  r e s t o r a t i o n  t o  " t h e  w o r l d  o f  l i g h t , "  C f .  "T o  h i s  
f r i e n d  11. 63- 68:
W hether a H igher Power, o r  t h a t  s t a r r e  
Which n e e re s t  h e a v 'n ,  i s  from th e  e a r th  m ost f a r  
O ppresse us th u s ,  o r  a n g e l 'd  from t h a t  Sphere 
By o u r s t r i c t  G uardians a re  k ep t lu c k le s s  h e re ,
I t  m a tte rs  n o t ,  wee s h a l l  one day o b ta in  
Our n a t iv e  and C e l e s t i a l l  scope a g a in .
1 .  3 3 *  0  F a t h e r  o f  e t e r n a l  l i f e .  Efcr m e a n s  o f  t h i s  m o d e  o f  a d d r e s s ,
V a u g h a n  i m p l i c i t l y  s u m m a r i z e s  t h e  t h e m a t i c  d e v e l o p m e n t  o f  s t a n z a s  6- 8 .
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11. 17-38 . D ear, b eau teous d e a th 1 . . . I n to  t r u e  l i b e r t y . Pro­
f e s s o r  W hite (on. c i t . ,  p . 304), commenting on t h i s  p a ssag e , d i s ­
re g a rd s  th e  im p o rtan t a l t e r n a t iv e  (1 1 . 37- 38 ) to  th e  p ra y e r  fo r  
d e a th .
11 . 37-40. E i th e r  d is p e r s e  th e s e  m is ts  . . . Where I  s h a l l  need 
no g la s s . C f. " R e su rre c tio n  and Im m o rta lity ,"  11 . 51-52 f f .  (M artin , 
p . 4 0 2 ): "Then I  t h a t  h e re  saw d a rk ly  in  a g la s s e /B u t m is ts ,  and 
shadows p a s s e ,"  e t c . .  The t e x t  f o r  D onne's Sermon XXIII i s  I  Co­
r in t h i a n s ,  x i i i ,  12: "For now we see  th ro u g h  a g la s s ,  d a rk ly ; b u t 
th e n  fa c e  to  f a c e :  now I  know i n  p a r t ;  b u t th en  s h a l l  I  know even 
a s  a ls o  I  am known."
Page 50 . The P r o f f e r .
P ro fe s so r  R. A. D u rr, in  h i s  "V aughan's P ilg rim  and th e  B ird s  o f 
N ig h t: 'The P r o f f e r ' , "  MLQ. XXI (M arch, I 960 ) ,  45 -58 , i n t e r p r e t s  
t h i s  poem a s  an a l le g o ry  o f  th e  C h r is t ia n  a u e s t f o r  s a lv a t io n ,  in  
w hich th e  "b lack  P a r a s i te s "  who seek  to  d i s t r a c t  th e  jo u rn ey in g  so u l 
r e p re s e n t  th e  en ticem en ts  o f  an  e v i l  w o rld . D urr su p p o rts  t h i s  
th e s i s  by means o f  an e la b o ra te  e x p o s it io n  o f th e  t r a d i t i o n a l  use 
o f  th e  poem 's im agery , and h i s  argum ent, w hich seems th o ro u g h ly  
s a t i s f a c t o r y ,  shou ld  be s tu d ie d  w ith  c a re  by anyone in te r e s t e d  in  
th e  poem. P ro fe s so r  E . L. M a r i l la  (p . 303) a rg u es  t h a t  "The P ro ffe r"  
had "a common source  o f  in s p i r a t io n "  w ith  "The im p o rtu n a te  F o r tu n e ,"  
and p o in ts  to  H u tc h in so n 's  " p la u s ib le  o p in io n  t h a t  'The P ro f fe r ',  
re c o rd s  th e  a u th o r 's  r e f u s a l  o f  o f f ic e  under th e  Commonwealth" as  
p ro b ab ly  p ro v id in g  "an e x p la n a tio n  o f  th e  g e n e ra l c ircu m stan ces
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w hich in s p ire d "  b o th  poems. F u rth erm o re , P ro fe s so r  E . C. P e t t e t  
( on . c i t . ,  p . 192) c i t e s  "The P ro ffe r"  as  o ro b ab ly  " th e  p u re s t  and 
m ost s u s ta in e d  example i n  S i le x  S c i n t i l l a n s " o f  a k ind  o f r h e to r i c a l  
w r i t in g  t h a t  i s  " f a i r l y  common" in  V aughan's r e l ig io u s  a s  w e ll  a s  
in  h is  s e c u la r  p o e try ,  and o f  w hich (though  he does n o t c i t e  i t )
"The im p o rtu n a te  F o rtu n e " i s  a s  good an example as any o th e r .  Thus, 
on th e  b a s is  o f te c h n ic a l  f e a tu r e s ,  i t  i s  n o t in c o n c e iv a b le  t h a t  
b o th  poems were w r i t t e n  a t  abou t th e  same tim e , though M a r i l la  does 
n o t su g g e s t t h i s  and h is  argum ent does n o t  depend on i t .  H u tc h in so n 's  
view  o f  th e  o ccas io n  w hich prompted "The P ro ffe r"  b r in g s  to  l i g h t  
an im p o rta n t elem ent in  th e  poem w hich D urr does n o t c o n s id e r , and 
w hich complements r a th e r  th an  c o n tr a d ic ts  h is  i n t e r p r e t a t i o n :  th e  
elem ent o f  p e rso n a l f e e l i n g ,  p e rso n a l e x p e r ie n c e , p a r t i c u l a r  circum ­
s ta n c e , which we may summarize u s e f u l ly  a s  th e  b io g ra p h ic a l  c o n te x t.  
F o llow ing  th ro u g h  th e  poem 's su g g e s tio n s  o f  t h i s  c o n te x t ,  we f in d  
some s tro n g  in d ic a t io n s  t h a t  i t  was p ro b ab ly  w r i t te n  l a t e r  th a n  
"The im p o rtu n a te  F o rtu n e 11 and t h a t ,  though b o th  poems may v e ry  w e ll 
r e f e r  to  th e  same g e n e ra l c ircu m stan ces  ( f o r  a  man o f  V aughan's 
t a l e n t  and t r a in in g  e a s i ly  may have had to  r e fu s e  o f f i c e  more th an  
o n c e ) , th e y  w ere m ost l i k e l y  prompted by d i f f e r e n t  s p e c i f i c  o ccas io n s  
a t  an i n t e r v a l  o f  s e v e ra l  y e a r s .
R e lev an t to  my argum ent h e re , and to  th e  g e n e ra l view  o f  th e  
poem 's b io g ra p h ic a l  s ig n if ic a n c e  p o s ite d  by H utch inson , i s  th e  
b i t t e r ,  f i e r c e ,  a lm ost m urderously  savage to n e  w hich comes in to  th e  
poem when Vaughan a d d re sse s  h is  t e m p te r s - d i r e c t ly .  T h is to n e  i s .  
produced b a s ic a l ly  by th e  p re v a le n t  an im al-im agery , in te n s e ly  sug­
g e s te d  by " F lu t te r "  (1 . 4 ) ,  w hich , in  c o n ju n c tio n  w ith  "b lac k  P ara -
s i t e s '1 (1 . l ) , evokes w ith  an a lm ost p h y s ic a l shock th e  re p u ls iv e  
au ra  o f  th e  v a m p ire -b a t. In  s tan z a  3 th e  anim al-im age i s  p re se n te d  
more e x p l i c i t l y ,  and Vaughan produces v ig o ro u s ly  obnoxious o v er­
to n e s  by p ro je c t in g  c o n c re te ly  th e  c o r ru p tiv e  a c t i v i t i e s  o f th e  
" s u b t i le  fo w ls ."  C o n tr ib u tin g  s ig n i f i c a n t ly  to  th e  t o t a l  e f f e c t  i s  
th e  c o n c e it  o f  l i n e s  15- 1 7 » which i s  o f  e x a c t ly  th e  same k ind  as 
t h a t  in  l i n e s  27-28 o f "The R e tre a te "  (se e  n o te ,  above): a s p i r i t ­
u a l  d e te r io r a t io n  i s  spoken o f  as an e s p e c ia l ly  r e v o l t in g  k in d  o f 
p h y s ic a l  decay , and th e  im pact i s  g r e a te r  because  th e  p ro c e ss  i s  
p re se n te d  a c t iv e ly .  The f o r c e f u l  im pact o f  th e s e  l i n e s ,  however, 
stem s m ain ly  from Vaughan1s u se  o f  many m onosy llab ic  words w ith  
h a rsh  sounds, em phasized by heavy s t r e s s e s  and much a l l i t e r a t i o n :  
f o w ls - f ly e s , buz-b low , s u b t i l e - s o u ls - s m e l l . One i s  in e v i ta b ly  r e ­
minded o f  M arston , th ough , as M arston sometimes d o es , Vaughan does 
n o t push h is  r h e to r i c a l  d ev ic e s  in to  such prom inence t h a t  he r i s k s  
sounding lu d ic r o u s . No doubt th e s e  a r e  th e  q u a l i t i e s  o f  th e  poem 
to  w hich P e t t e t  r e f e r s  in  h is  d e s c r ip t io n  o f i t  as "a sh a rp , fo rc e ­
f u l  p ie c e  o f  in v e c t iv e ."  And i t  i s  p r e c is e ly  t h i s  vehem ent and 
somber to n e  w hich c h a ra c te r iz e s  c e r ta in  p o r tio n s  o f th e  p ro se  works 
t h a t  can be id e n t i f i e d  a s  a t ta c k s  on th e  P a r lia m e n ta r ia n s , and which 
i s  n o t p re s e n t  to  th e  same deg ree  in  "The im p o rtu n a te  F o r tu n e ."
There th e  agency o f  b a le f u l  te m p ta tio n  i s  an a b s t r a c t  p r in c ip le ,  
and th e  p o e t’ s a t t i t u d e  tow ard i t  has a c h e e rfu ln e s s  stemming from 
h is  e v id e n t a ssu ran ce  o f  s u p e r io r  m oral s tr e n g th .  I t  i s  s ig n i f i c a n t ,  
to o ,  t h a t  a lth o u g h  n o th in g  in  t h a t  poem a c tu a l ly  c o n f l i c t s  w ith  
C h r is t ia n  'b e l i e f , th e  p o e t does n o t th e r e  p r o je c t  th e  theme in  a  
s p e c i f i c a l l y  C h r is t ia n  c o n te x t.  The in fe re n c e  seems in e v i ta b le  th a t
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he w rote "The im portunate  F o rtu n e " when he was le s s  uneasy about 
r e l i g i o n , about th e  P a r lia m e n ta r ia n s , and about h is  own m oral s tam i­
na th an  he was when he w rote "The P ro f f e r ."
This view i s  supported  by a l lu s io n s  in  th e  poem which may be 
in te rp r e te d  q u i te  p la u s ib ly  as a l lu s io n s  to  th e  p o e t 's  i l l n e s s  and 
e x p e c ta tio n  of impending d ea th . I  have argued in  "The Problem of 
Henry Vaughan's I l l n e s s , "  A n g lia , LXXVTII, 3 ( i9 6 0 ) , 353-356, t h a t  
t h i s  i l l n e s s  occupied th e  g r e a te r  p a r t  o f th e  p e rio d  between A p ril 
17> 16521 and September JO, 165^; and by th e  same argum ent, from 
th e  r e g i s t r a t io n  o f th e  f i r s t  S ile x  (March 28, 1650) u n t i l  th e  
form er d a te ,  Vaughan must have been occupied m ainly w ith  t r a n s la t in g  
th e  t r e a t i s e s  which com prise The Mount o f O lives and F lo re s  S o li-  
t u d i n l s . This i s  to  im ply th a t  th e  second p a r t  o f  S ile x  S o in tI l ia n s  
was composed d u rin g  o cc a s io n a l r e s p i te s  from extrem e in v a l id i ty  
g ran ted  th e  p oet d u rin g  h is  prolonged i l l n e s s ,  and t h i s  im p lic a tio n  
i s  em p h a tica lly  supported  by a l lu s io n s  in  "The P r o f f e r ."  The 
language o f l in e s  3-10 in e v i ta b ly  r e c a l l s  Vaughan's comparison of 
F lo re s  S o l i tu d in is  ( in  th e  d e d ic a tio n , d a ted  sim ply "1653") to  "some 
forw ard flow ers whose kinde h a s t  h a th  b rough t them above ground in  
co ld  w ea th e r."  More p o s i t iv e  in d ic a t io n s  a re  found in  th e  fo u r th  and 
f i f t h  s ta n z a s .  In  th e  fo rm er, th e  im agery o f  p h y s ic a l weakness has 
p r im a r ily  th e  same fu n c tio n  as  th e  p h y s ic a l im agery in  th e  c o n c e it 
o f  l in e s  15 -17s i t  ex em p lifie s  a  s t a t e  o f  s p i r i t u a l  w e a r in e ss , stem­
ming from th e  p o e t 's  involvem ent in  such c o n f l ic ts  as  t h a t  recorded  
h e re . T his w earin ess  im pels him to  long  f o r  f i n a l  r e l i e f  from 
s tru g g le  in  th e  s u c c e ss fu l com pletion o f  h is  d i f f i c u l t  p ilg rim age,, 
and h is  in te n s e  a n t ic ip a t io n  o f t h a t  r e l i e f  makes him th e  more de^-
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term ined  to  p e r s i s t  in  s p i t e  o f w e a rin e ss . The f i f t h  s tan z a  ex­
p re sse s  h is  d e te rm in a tio n  more e m p h a tic a lly , and here  i t  appears 
t h a t  th e  im agery o f s ic k n e ss  i s  tra n sp o sed  from a f ig u r a t iv e  to  a 
l i t e r a l  c o n te x t.  L ines 25-77 seem to  in d ic a te  t h a t  th e  poet b e l ie v e s  
h im se lf  to  be a c tu a l ly  n ea r th e  end o f  h is  e a r th ly  jou rney . His 
p ro je c t io n  o f t h i s  b e l i e f  obv io u sly  i n t e n s i f i e s  th e  im pact o f h is  
r e t o r t  to  th e  w ould-be sed u ce rs , and th e  view t h a t  t h i s  r e t o r t  has 
a l i t e r a l ,  b io g ra p h ic a l s ig n if ic a n c e  i s  s tren g th en ed  by th e  p o s s ib le  
a l lu s io n  in  l i n e  30 to  th e  p o e t 's  R o y a lis t a l le g ia n c e s ,  and even 
more by th e  congruence of l in e s  25-27 to  some s ta tem en ts  in  th e  
P re face  o f  165^ : " . . .  (in d eed ) I  was n igh unto  d e a th , and am s t i l l  
a t  no g re a t  d is ta n c e  from i t  . . .  I  expec ted , and had (by /G o d 's /  
a s s is ta n c e )  p repared  fo r  a message o f d e a th " (M artin , p . 39 2 ). My 
argument h ere  i s  s tren g th en ed  by P ro fe s so r  D u rr 's  i n te r p r e ta t io n  o f 
th e  whole poem as  p ro je c t in g  a l l e g o r ic a l ly  th e  p o e t 's  s u rv iv a l  of 
an in te n s e  c r i s i s  in  h is  g en era l program of m oral p re p a ra tio n  f o r  
d ea th  and e n try  in to  P a ra d ise . I f  conv incing , th e  b io g ra p h ic a l in ­
te r p r e ta t io n  o f th e  poem complements th e  a l l e g o r ic a l  by su g g estin g  
t h a t  Vaughan's a t t i t u d e  tow ard th e  P a r liam en ta rian s  cond itioned  h is  
C h r is t ia n  ou tlo o k  on l i f e  in  g en e ra l and in te n s i f i e d  i t  to  th e  ex­
t e n t  o f  h is  eq u a tin g  them w ith  th e  "b lack  P a ra s i te s "  who r e p re s e n t  
th e  u n iv e r s a l  p r in c ip le  o f  e v i l .
1 , 5* M artin , p . 7^6: "H utchinson (n o te  in  GM) su g g ests  t h a t  
Vaughan may a l lu d e  h e re  to  reco v ery  from an i l l n e s s  o r ,  more 
p ro b ab ly , to  an improvement in  h is  fo r tu n e s ,  owing perhaps to  in ­
h e r i ta n c e  a f t e r  h is  f i r s t  w i f e 's  d e a th ."
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I .  2^-. They. The an teced en t i s  "souls, and s p i r i t s "  in  th e  p re ­
ceding  l i n e .
I I .  2 5 -2? . S h a ll my sh o r t  hour . . . now ready  to  d isb a n d . Cf.
Donne, "Holy S o n n e ts ,"  VI, 11 . 1-6  ( Poems, p . 295)5
This i s  my p lay es  l a s t  scene , h e re  heavens ap p o in t
My p ilg rim ag es  l a s t  m ile ; and my ra c e
I d ly ,  y e t  q u ic k ly  runne , h a th  t h i s  l a s t  nace,
My spans l a s t  in c h , my m inutes l a t e s t  p o in t ,
And g lu tto n o u s  d e a th , w i l l  i n s t a n t l y  un joyn t 
My body, and so u le  . . .
1 . 30. my Crown. I .  e . . th e  crown o f im m o rta lity ; c f .  "The 
P a lm -tre e ,"  11 . 17-20 . But th e  d i r e c t  O pposition  o f thought between 
t h i s  s ta n z a  and th e  fo llo w in g , in  which Vaughan e v id e n tly  r e j e c t s  
th e  Commonwealth, p r a c t i c a l l y  compels us to  see  in  th e  convenien t 
am bigu ity  o f  t h i s  term  h is  way o f  a s s e r t in g  s u b tly  a p e r s i s te n t  
f a i th f u ln e s s  to  th e  dead C harles I .  And th e  a l lu s io n  a p p ro p r ia te ly  
m o d ifies  th e  meaning o f "burthen" in  th e  p reced in g  l i n e .
1 . 33* your f in e  t i n s e l , and f a l s e  h a i r . The term s a re  cognate 
w ith  Vaughan’ s f re q u e n tly  exp ressed  view  t h a t  th e  P a r lia m e n ta r ia n s  
were p o l i t i c a l  u su rp e rs  and p re te n d e rs  to  p ie ty .
1 . 36 . your Commonwealth and g lo ry . T h is , c i te d  by H utchinson (ojo. 
c i t . , p .  125) , i s  th e  most o v e r t a l lu s io n  to  th e  poem’s b io g ra p h ic a l 
c o n te x t.
1 .  3 7 *  There a r e . t h a t  w i l l  so w  t a r e s . P arap h rased ; There a re  some 
t h a t  w i l l  . . .
1 . ^3* th e  a n t i e n t  way. I .  e . , th e  p a th  o f  r ig h te o u s n e s s . On th e
b io g ra p h ic a l l e v e l ,  th e  "way o f  l i f e "  c h a ra c te r iz e d  by R o y a lis t  and 
A nglican a l le g ia n c e s ;  compare th e  re fe re n c e  to  "our fo re f a th e r s  
way" in  "To my w orthy f r ie n d  M aster T. Lewes," 1 . 10.
P a g e  5 1 *  C o c k - c r o w i n g .
The concepts u n d erly in g  t h i s  poem's images and e s o te r ic  term s a re  
ex p la in ed  in  E liz a b e th  Holmes, Henry Vaughan and th e  Herm etic P h i­
lo sophy  . pp. and D. C. A llen , "Vaughan's 'Cock-Crowing' and
th e  T ra d it io n ,"  SLH, XXI (Ju n e , 195^)» 9 ^ 1 0 6 . The re a d e r  w i l l  f in d  
th e s e  d isc u s s io n s  in d isp e n sa b le  f o r  an ex ac t u n d erstan d in g  o f th e  
c e n t r a l  im agery; b u t i t  i s  s ig n i f i c a n t  t h a t  a lth o u g h  "more th an  any 
poem / s i c /  in  S i le x  S c i n t i l l a n s . 'C ock-crow ing ' i s  s teep ed  in  Her­
m etic  t r a d i t i o n "  (Holmes, p . 36) ,  i t  ex em p lifie s  v iv id ly  t h a t  t a l e n t  
o f  Vaughan's f o r  fu s in g  image and theme to  which Dr. H utchinson has 
c a l le d  a t t e n t io n  (op . c i t . ,  p .  155)•
In  "magnetisms" Im agery, in  a n a lo g ic a l  te ch n iq u e , and in  a d a p ta tio n  
o f th e  m e d ita tiv e  p ro c e ss , t h i s  poem i s  p a r a l l e l  to  "The S ta rre "  
and , l i k e  t h a t  poem, has im p o rtan t resem blances to  prom inent s e c u la r  
poems o f  Vaughan. The m e d ita tiv e  s t r u c tu r e  h ere  i s  n o t as form al a s  
in  "The S ta r r e ,"  however, f o r  th e  f i r s t  two s ta g e s  o f  th e  p ro cess  
(com position  and a n a ly s is )  a re  te le sc o p e d  to g e th e r  in  s ta n z a s  1-2  
and p re se n te d  in  th e  framework o f  th e  t h i r d  s ta g e  (co llo q u y ) w hich 
com prises th e  w hole poem: a s  th e  opening exclam ation  em p h a tica lly  
in d ic a te s ,  i t  i s  a l l  ad d ressed  to  th e  "F a th er o f  l ig h t s "  ( i .  e . , God). 
R elevan t a t t r i b u t e s  o f  th e  b a s ic  image a re  expounded b r i e f ly  and 
e f f e c t iv e ly  in  th e  f i r s t  two s ta n z a s , and th e  t h i r d  beg ins to  in - , 
t e r p r e t  th e  im age, to  ap p ly  i t  a n a lo g ic a l ly  to  man. This p a t te rn
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obv iously  se rv es  to  c re a te  suspense and a corresponding  emphasis 
on th e  ensuing e x p o s itio n  o f theme; th e  d ev ice  ex em p lifie s  ag a in  
Vaughan's p r a c t ic e  here o f tech n iq u es  e f f e c t iv e ly  employed in  e a r ly  
s e c u la r  poems. Thus th e  theme o f  m an's r e l a t io n  to  God emerges from 
th e  im age, and t h e r e a f t e r  i s  e la b o ra te d  and developed to  a clim ax .
In  th e  co lloquy  p roper (s ta n z a s  *J-8 ) th e r e  i s  an a p p ro p ria te  in c re a se  
in  th e  em otionalism  c f  th e  p o e t 's  e x p re ss io n s , and th e  com paratively  
coo l argument o f s ta n z a s  1-3  g ives way to  th e  f e rv e n t (b u t h ig h ly  
co h eren t) apostrophe in tro d u ced  by "0 thou  im m orta ll l i g h t  and 
h e a t i"  In  t h i s  p o r tio n  of th e  poem th e re  i s  a p ro g re ss iv e  in t e n s i ­
f i c a t io n  o f p e rso n a l re fe re n c e  and o f em otion, re v e a lin g  V aughan's 
con tinued  employment o f  th e  d ram atic  d ev ice  o f  suspense . In  th e  
t h i r d  s ta n z a , " th y  own image" i s  a t r a d i t i o n a l  term  o f  re fe re n c e  to  
mankind in  g e n e ra l. U nem otionally (compared to  th e  c lim ax ), and 
th u s  alm ost im p e rc ep tib ly , th e  po e t in tro d u c e s  h is  p e rso n a l r e l a t io n  
to  God a t  th e  c lo se  o f s tan za  h *, b u t th e  clim ax i s  n o t y e t ,  and he 
a p p ro p r ia te ly  r e v e r ts  to  g en e ra l re fe re n c e  w ith  " th e  eye" and "A 
lo v e -s ic k  so u ls  ex a lte d  f l i g h t "  in  s tan z a s  5 and 6 . Such re fe re n c e  
i s  e s p e c ia l ly  f i t t i n g  in  th e  l a t t e r ,  f o r  h e re  Vaughan a d r o i t ly  r e ­
c a p i tu la te s  th e  id e a  of th e  t h i r d  s tan z a  and th u s  in  e f f e c t  summa­
r iz e s  th e  fo reg o in g  e x p o s itio n  o f theme in  re a d in e ss  f o r  i t s  
in te n s e ly  p e rso n a l a p p l ic a t io n  a t  th e  c lo s e .  And a t  th e  c lo se , again  
c h a r a c t e r i s t i c a l l y ,  he consummates th e  theme by in tro d u c in g  sudden­
ly  in  th e  image o f  th e  v e i l  a new elem ent o f  though t which c l a r i ­
f i e s  h is  in d iv id u a l s p i r i t u a l  problem and th u s  p rov ides th e  te rm s , . 
f o r  th e  c l im a c tic  r e s o lu t io n  o f t h a t  problem  in  th e  f i n a l  s ta n z a . ’ •.
In  rh y m e -p a tte rn , th e  s ta n z a s  o f "Cock-crowing" correspond to  -a
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s in g le  q u a tra in  and th e  concluding co u o le t o f an E n g lish  so n n e t, and 
th e  s ta n z a s  a re  m in ia tu re  poems, each a u n i f ie d ,  co h e ren t, s e lf -c o n ­
ta in e d  e n t i ty .  Vaughan in v a r ia b ly  ex tends th e  rh y th m ica l range of 
th e  o c to s y l la b ic  measure by running  th e  sense on from l i n e  to  l i n e  
w ith in  a s in g le  s ta n z a , b u t he n ev er allow s th e  syn tax  to  o v e rlap  
th e  form al s ta n z a ic  d iv is io n s .  Each s tan za  develops f u l l y  a s in g le  
though t and th u s  makes a c le a r ly  d e fin ed  c o n tr ib u tio n  to  th e  g rad u a l 
e v o lu tio n  o f theme (compare th e  o rg a n iz a tio n  o f "To Amoret. The 
Sigh" and "A Song to  Amoret" ) .  This h ig h ly  p o lish ed  o rg a n iz a tio n  
i s  la r g e ly  re sp o n s ib le  f o r  th e  c l a r i t y  o f im pression  which th e  poem 
conveys in  s p i te  o f i t s  e s o te r ic  im agery. The t o t a l  e f f e c t  i s  due 
as  w e ll  to  Vaughan's achievem ent in  th e  s ta n z a s  them selves o f  a 
s im ila r  p o lish  and s im p lic i ty  th rough  d e l ib e r a te  c o n tro l o f organ­
i z a t io n .  A ll except th e  fo u r th  com prise two sen te n ce s , and, in  a l l  
o f  th e se  excep t th e  f i r s t ,  one sen ten ce  corresponds to  th e  q u a tra in  
and one to  th e  c o u p le t. Even th e  f i r s t  s tan z a  approxim ates to  t h i s  
o rg a n iz a tio n  because Vaughan ends a c lau se  a t  th e  end o f th e  
q u a tr a in .  The ty p ic a l  s t r u c tu r e  o f th e  s tan z as  i s  ex em p lified  w e ll 
by th e  t h i r d ,  in  which th e  c o u p le t p ro je c ts  in  a v iv id  image th e  
idea  which has been expounded more a b s t r a c t ly  in  th e  q u a tra in ;  and 
t h i s  fu n c tio n  o f th e  c o u p le t i s  f u r th e r  em phasized by  i t s  inden­
t a t i o n .  These h ig h ly  im portan t a sp e c ts  o f tech n iq u e  ( l ik e  th e  sim i­
l a r  q u a l i t i e s  o f "They a re  a l l  gone in to  th e  w orld o f l i g h t l " )  stem 
from th e  p o e t 's  e a r ly  p r a c t ic e  in  th e  school o f Ben, th e  f i r s t  
f r u i t s  o f  which a re  a t t r a c t i v e ly  ex em p lified  in  "A Song to  Amoret."
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1 . 2 . g lance Qf  d ay . C f. "Upon th e  Poems and P Iayes o f th e  ev er 
memorable Mr, W illiam  C a r tw r ig h t, 11 11 , 37-38' ( M a r i l la , p . 4 5 ):
Souls sh in e  a t  th e  E)yes t and P e a r ls  d is p la y  
Through th e  lo o se -C h ry s ta l- s tre a m s  a g l ounce o f  d ay .
I. 14. impowre. A variant of empower.
I I .  29 -30 . In  such . . . and d i s o r d e r . Cf. "The R e la p se ,"  11,
13-16 (M artin , p . 433) ,
I .  41 . This v e y le  th y  fu ll-e y * d  lo v e  d e n ie s . The in v e rs io n  may 
prove m is le ad in g ; " f u l l - e y 'd  love" must be rea d  as  th e  o b je c t  o f 
" d e n ie s ."
I I .  37 -42 . Onely t h i s  Veyle . . . and f r a c t io n s  s p ie s . The b a s is  
o f  im agery h e re  i s  th e  P la to n ic  co n cep tio n  o f  th e  body a s  an ooaque 
v e i l  su rro u n d in g  th e  soul, and s h u t t in g  o u t from i t  th e  l i g h t  o f 
d iv in e  T ru th . The id e a  i s  r e f l e c te d  a ls o  in  "Upon . . . Mr, W illiam
C a r tw r ig h t, 11 11 . 31-34 , and " E te s ia  a b s e n t ,". 11 . 2 -6 .
1 .  43 . 0 ta k e  i t  o f f I  I .  e . ,  l e t  me d i e .
1 . 44 . b ru sh  me w ith  th y  l i g h t . C f. "Upon . . . Mr. W illiam  C art­
w rig h t , 11 1 .  36 : "They1!  b ru sh e  and warm him w ith  a qu ickn ing  h e a t ."
1 .  48 . Though w ith  no L i l i e , s ta y  w ith  mei M a rtin , p . 747: "R efer­
r in g  to  Song o f  S o l. i i .  1 6 ."  More p ro b ab ly , e s p e c ia l ly  i n  a  c o n te x t 
o f  "vey le"  and " c lo k e ,"  th e  r e fe re n c e  i s  to  M atthew, v i ,  28-30.
P a g e -52.- T h e .S ta r re .
As M a r t in 's  n o te s  a t t e s t ,  .and a s  v a r io u s  com m entators have p o in te d
o u t, t h i s  hoem 's im agery appears to  be based  on Thomas Vaughan's 
fo rm u la tio n  o f  th e o r ie s  o f a s t r a l  in f lu e n c e  and o f a m utual "mag­
n e tic "  bond e x is t in g  between e a r th ly  c re a tu re s  and th e  s t a r s .  How­
e v e r , what has n o t been acknowledged so f ra n k ly , excep t by M a rilla  
in  h is  e d i t io n ,  i s  t h a t  th e  p o e t emnloys e s s e n t i a l l y  s im ila r  
Imagepy, based on r e la te d  (and sometimes th e  same) th e o r ie s  o f h is  
b ro th e r ,  in  v a r io u s  s e c u la r  poems. And, a s  M a r i l l a 's  comments in d i ­
c a te ,  Vaughan h e re  ex em p lifie s  h is  r e l a t io n  to  God in  th e  same way 
a s ,  in  "To Amoret gore from him ," he ex em p lifie s  h is  r e la t io n s h ip  
to  Amoret: bv c o n s tru c tin g  a r a r a l l e l  to  i t  th rough  an ex p o s itio n  
of th e  "sym oathie" e x is t in g  betw een c e l e s t i a l  b od ies  and t e r r e s t r i a l  
c r e a tu re s . Thus, n o t only  by th e  images and th e  concents u n d erly in g  
them, b u t by th e  a n a lo g ic a l tech n iq u e  and th e  s t r u c tu r e  which i t  
d i c t a t e s , t h i s  poem i s  d i r e c t ly  r e la te d  to  what has long  been 
V aughan's most po p u lar s e c u la r  com position . The a l e r t  re a d e r  should  
f in d  i t  more th an  c o in c id e n ta l  t h a t  a t  l e a s t  two o th e r  s e c u la r  roems 
— "To Amoret, o f th e  d i f f e r e n c e " and "To h is  Learned F rien d  and 
Loyal F ellow r-P risoner "— e x h ib it  s im ila r  im a g e r y s i m i l a r  te c h n iq u e , 
and s im ila r  s t r u c tu r e .  And, i t  m ight be added, i f  M rs. Joan B e n n e tt 's  
c r i t ic is m  o f  V aughan's " e a r ly  poems" i s  v a l id — "He p lay s  lo v in g ly  
w ith  an image and d e lay s  i t s  a p p l ic a t io n  which i s  f i n a l l y  huddled 
in to  a  l a s t  s tan z a"  (Four M etaphysical P o e ts , p . 75)—we a re  v i r t u ­
a l l y  com pelled to  f in d  h e re  an in d ic tm en t o f  "The S ta r r e ,"  f o r  th e  
p oet e la b o ra te s  in  seven s ta n z a s  th e  image o f th e  s t a r ' s  "commerce" 
w ith  i t s  e a r th ly  " S u b je c t,"  and th e  a p p l ic a t io n ,  th e  draw ing o f th e  
.p a ra l le l  w ith  man, which g ives us .the poem 's them e, i s  a s s e r te d  
c l im a c t ic a l ly  in  th e  f i n a l  s ta n z a .
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Looking a t  th e  same a s p e c ts  o f  th e  poem from a n o th e r  a n g le , we 
may observe  t h a t  i t s  s t r u c tu r e  r e f l e c t s  th e  in f lu e n c e  o f  C h r is t ia n  
m e d ita tiv e  n r a c t i c e s .  Applying sim ply  th e  t r i n a r t i t e  m e d ita tiv e  
s t r u c tu r e ,  we f in d  t h a t  s ta n z a s  1-2  com orise th e  c o n n o s itio n  o f th e  
im age, s ta n z a  3 announces e x p l i c i t l y  th e  p o e t 's  in te n t io n  o f  seek­
in g  to  u n d ers tan d  i t  and so in tro d u c e s  th e  a n a ly s is  ( s ta n z a s  ^ - 7 ) , 
and in  th e  l a s t  s ta n z a , which a p p lie s  th e  d is c o v e r ie s  o f  th e  under­
s ta n d in g  to  C h r is t ia n  conduct, " th e  a f f e c t io n s  o f  th e  w i l l  a re  n o t 
ex p ressed  in  co llo q u y  b u t r a th e r  in  an e x h o r ta tio n  ad d ressed  sim ul­
ta n e o u s ly  to  th e  s e l f  and to  th e  r e a d e r ,"  as in  S o u th w e ll 's  much 
i n f e r i o r  poem "New P r in c e , new pompe" (M artz , The P o e try  o f Medi­
t a t i o n  , pp . 3 9 -4 0 ). Looking a t  th e  poem 's o rg a n iz a tio n  more c lo s e ly  
we f in d  t h a t ,  c h a r a c t e r i s t i c a l l y ,  Vaughan e x ecu te s  th e  m e d ita tiv e  
n a t te r n  so as  to  ach iev e  a p ro g re s s iv e  evolvem ent o f th o u g h t and a 
c l im a c tic  c o n c lu s io n . Thus th e  poem e x h ib i t s  h is  u su a l s k i l l f u l  
c o n tro l  o f  image and them e, w hich en ab les  s u b tle  im p lic a tio n s  to  
a r i s e  from th e  in g en io u s  in t e r r e l a t i o n s h ip  o f  d i f f e r e n t  e lem en ts . 
The l a s t  s ta n z a  i s  pow erfu l and e f f e c t iv e  b ecause  i t  s t a t e s  b r i e f l y  
and e x p l i c i t l y  th e  id e a  which has evolved th ro u g h  th e  o b liq u e  sug­
g e s tio n s  in h e re n t in  th e  p o e t 's  c a r e fu l  e la b o ra t io n  o f  th e  b a s ic  
im age.
Vaughan ach iev es  suspense  a t  th e  b eg inn ing  by means o f a c a r e fu l  
c o n tro l  o f  sy n ta x . The f i r s t  th r e e  s ta n z a s  com prise a s in g le  
se n te n c e , and th e  main c la u s e ,  w hich s t a t e s  th e  proposed  u se  o f  th e  
im age, i s  re se rv e d  u n t i l  th e  end, a s e r i e s  o f  c o n d it io n a l  c la u se s  
s e rv in g  to  e la b o ra te  the- image and to  s t a t e  th e  assum ption  under­
ly in g  i t s  u s e .  Yet Vaughan manages i t -,a ll-  so sm oothly t h a t  th e -
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re a d e r  i s  a ware o n ly  o f a n a t u r a l , c o h e re n t e v o lu tio n  o f th o u g h t.
The second s ta n z a  s u b tly  im p lie s  and th e re b y  a n t i c ip a t e s  th e  id e a  
s ta te d  in  th e  t h i r d ,  f o r  th e  r e fe re n c e  to  e a g le s  in  l i n e  6 i s  based  
on th e  b e l i e f  (p re s e n te d  f o r  th e  same ru rp o se  in  "The l a p l e , 11 11. 
41 -^6 ) in  th e  e a g le 's  c a p a c i ty  to  c o n fro n t th e  d i r e c t  ra y s  c f  th e  
sun (s e e  M a r i l la ,  p . ? ? 5 ) . H ere, in  acco rdance w ith  th e  im p lied  
analogy  betw een th e  p o e t 's  " sea rch "  and th e  e a g l e 's  v i s u a l  pow ers, 
th e  sun i s  t a c i t l y  p re se n te d  in  i t s  t r a d i t i o n a l  fu n c tio n  as a 
symbol o f  God. The n a r a l l e l  between th e  r e l a t io n  c f  t e r r e s t r i a l  
c r e a tu re s  to  s t a r s  and t h a t  o f  man to  God i s  s ta t e d  e x p l i c i t l y  in  
th e  t h i r d  s ta n z a , to g e th e r  w ith  th e  b e l i e f  u n d e rly in g  i t  t h a t  makes 
i t  r e a l  and n o t m erely  a n o e tic  fan cy : b e l i e f  in  th e  irr.a r.ence  of 
God, though in  s t e a d i ly  d im in ish in g  i n t e n s i t y ,  down th ro u g h  th e  
w hole Chain o f  B eing , T h is b e l i e f ,  and th e  analogy  stemming from 
i t ,  p ro v id e s  th e  b a s is  o f  th e  p o e t 's  c l e a r  s ta te m e n t in  l i n e s  11-12  
o f  h is  purpose in  p re s e n tin g  and i n t e r p r e t i n g  th e  imago o f th e  
s t a r ' s  "commerce," and t h i s  s ta te m e n t c l e a r ly  foreshadow s th e  a p p l i ­
c a t io n  o f  th e  image in  th e  l a s t  s ta n z a .
I t  i s  e v id e n t t h a t  Vaughan h e re  c o n s tru c ts  h i s  argum ent w ith  g r e a t  
d e l ib e r a t io n ,  and no tew o rth y  t h a t  he adds to  i t s  coherence by 
making th e  s ta n z a s  n o t mere fo rm al d iv is io n s  b u t fu n c t io n a l  u n i t s  
c o rre sp o n d in g  to  s ta g e s  in  th e  developm ent o f th o u g h t .  Bach o f  
s ta n z a s  1 -3  d ev e lo p s  a  s in g le  r e l a t e d  id e a ,  th e  t o t a l  e f f e c t  o f  t h i s  
p o r t io n  o f th e  poem .being th e  p r e s e n ta t io n  o f  an image and s u b s ta n t i ­
a t io n  o f  th e  v a l i d i t y  o f  th e  a u th o r 's  a n a lo g ic a l  te c h n iq u e . In  th e  
r e s t  o f  th e  poem," w here’ t h i s ,  te c h n iq u e  i s  e x e m p lif ie d , th e  same 
d e l ib e r a t e  o rg a n iz a t io n  o f  id e a s  in  a co h e ren t sequence i s  a p p a re n t.
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A s in g le  r e le v a n t  a t t r i b u t e  o f th e  s t a r 1 s " S u b je c t1 i s  developed 
in  each o f ' s ta n z a s  ?-"d h e re  i t  i s ' s ig n i f i c a n t  t h a t  s ta n z a  4-
e la b o ra te s  th e  -opening r e fe re n c e  to  th e  s u b je c t1s "beau ty" and 
s ta n z a  5 develops an im p o rtan t -Aruf! ic a t io n  in  th e  im p e  c f  th e  
e o v ie , The coherence c f  th e  e x p o s itio n  I s  f u r th e r  su p p o rted  by th e  
n o e t ’ s em phatic n o ta t io n  of each s ta g e  o f th o u g h t ( " F i r s t  . * . 
I'Jex t"). The s ix th  s tan z a  summarizes th e s e  a t t r i b u t e s  In  th e  im are 
o f  m agnets, and th u s  com pactly r e s t a t e s  th e  b a s ic  image; th e  
seven th  em phasizes i t ,  b u t th e  a u th o r 's  main ^urnose h e re  i s  to  
suggest in te n s e ly  th e  a p n l ic a t io n  o f th e  analogy in  p re p a ra tio n  
f o r  th e  e x p l i c i t  s ta tem en t o f  th e  l a s t  s ta n z a . This purpose i s  
ach ieved  by an u n o b tru s iv e  b u t h ig h ly  s ig n i f i c a n t  change o f  te rm s: 
" r e s t l e s s ,  pu re  d e s ire "  ( l ,  17 ) now becomes " c e l e s t i a l ! ,  pure 
d e s ire "  (1 . 2 5 ) , and th e  s u p e r - t e r r e s t r i a l  p a r t i c ip a n t  in  th e  "Com­
merce" p ro je c te d  h e re  i s  n o t th e  s t a r ,  b u t God. Thus, by tra n sp o s ­
in g  th e  d is c u s s io n  from one analogue to  th e  o th e r ,  Vaughan s u b tly  
and d ra m a tic a lly  s h i f t s  th e  argum ent from m etaphor to  m eaning, l i f t s  
i t  from th e  l e v e l  o f  herb  and s t a r  to  t h a t  o f  man and God. B r ie f ly  
and v iv id ly ,  th e  l a s t  s ta n z a  c o o lie s  th e  le s s o n  and so c l a r i f i e s  
th e  poem 's theme and clim axes th e  g rad u a l p ro cess  o f i t s  em ergence.
1 , 5* im b a rrs . A v a r ia n t  o f  em bars, which means e n c lo s e s ; b u t 
Vaughan ex ten d s  th e  d e n o ta tio n  o f th e  word f ig u r a t i v e ly  to  mean 
in c lu d e s , com p rises . The O.BD l i s t s  no o ccu rren ce  o f  th e  word used 
in  t h i s  sen se .
1 .  6 .  My p r e s e n t  s e a r c h . T h e  p o e t  r e f e r s  t o .  h i s  s e a r c h  f o r  G o d , 
w h i c h ,  b y  c o n t e x t u a l  r e l a t i o n s h i p s ,  i s  r e n d e r e d  p a r a l l e l  t o  t h e
" r e s t l e s s ,  pure d e s ire "  o f th e  t e r r e s t r i a l  c re a tu re ' f o r  i t s  a ss ig n ed  
s t a r ,  f o r  E agles eye n o t s t a r r s . .Vanghati t a c i t l y  eq u a tes  h im se lf , 
seek ing  to  "eve" God, w ith  th e  e a g le , w hich "eyes" th e  sun, "no t 
s t a r r s . "  Gf. "The E a g le ." 11. 27-32, 39-ij6 ,  55-58 (M a r il la ,  pp. 73-7*0.
11. 5 -8 . Though th y  c lo se  commerce , . . And h ig h e s t good i s  b le s t .  
Vaughan h e re  i n s i s t s  uoon th e  conven tional h ie ra rc h y  o f th e  Chain 
o f Being: th e  S ta r  i s  i n f e r i o r  to  th e  Sun and to  God, and i t s  
"S u b jec t"  i s  i n f e r io r  to  th e  Ea^le and to  Man.
11. 13-16. th e  S u b jec t so re sp e c te d  .  . . Mo h o ld , n o r sym oathie. 
Cf. "To h is  Learned F rien d  and Loyal F e llo w -P rtso n er ," 11 . 17-18, 
73-28:
For s e n se le s s  th in g s ,  though n e 'r  so c a l l 'd  upon,
Are d e a f , and f e e l  no I n v i ta t io n :
For were i t  o th e rw ise  (which cannot b e ,
And do thou  judge iry bo ld  P h ilo so p h ie :)
Then i t  would ’''a llow  t h a t  i f  I  were d e a d ,
Thy lo v e , as now in  l i f e ,  would in  t h a t  Bed 
Of E a rth  and darkness warm me, and d isp e n se ,
E f fe c tu a l  in form ing  In f lu e n c e .
1 1 , 17- 20 . t h e r e 's  in  i t  a r e s t l e s s  . • . w r i t h 'd , no r w ren ch 'd .
C f. "To h is  Learned F rien d  and Loyal F e llo w -P riso n e r ," 11. 11-16:
For though a t t r a c t i o n  h a th  go t a ll. th e  name,
As if that oower but from one side came,
Which both unites; yet, where there is no sence,
There i s  no P a s s io n , nor I n te l l ig e n c e :
And so by consequence we cannot s t a t e  
A Commerce, u n le ss  b o th  we an im ate.
11 . 21-24 . These a re  th e  Magnets . . . and guide th e  ey e . C f. "To
Amoret, o f - th e  d i f f e r e n c e ," 11 , 29-35 (M a r il la ,  p . 1 4 ):
Thus to  th e  N orth th e  L oadstones.move,
And th u s  to  them th '.e n a m o u r 'd  s t e e l  a s p ir e s :
Thus,' Amoret, . .
I  doe a f f e c t ;  •
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And th u s  by winged bear.es, and m u tual! f i r e ,
S p i r i t s  and S ta rs  c o n sp ire .
And t h i s  i s  LOVE,
1 . 31* he r b s . The image stem s from th e  image in  l i n e  26 o f d e s ir e  
which "Hath tak en  r o o t ,  and grows."
Page 53* The Palm-tree,
Freeman, E ng lish  Emblem Books, on. 150-151*
T h e  c e n t r a l  im a g e  .  . . i s  o n e  w h i c h  o c c u r s  a g a i n  
a n d  a g a i n  i n  em b lem  l i t e r a t u r e  . . . .  /V a u g h a n 7  
g i v e s  t h e  i m a g e ,  h o w e v e r ,  a  f u l l e r  a n d  r i c h e r  m e a n ­
i n g  t h a n  i t  e v e r  p o s s e s s e d  i n  a n y  e m b le m  b o o k  b y  
t a k i n g  i n t o  a c c o u n t  i t s  o t h e r  a s s o c i a t i o n s ,  c o n n e c t ­
i n g  i t  a s  a  t r e e  w i t h  t h e  T r e e  o f  I m m o r t a l i t y ,  a s  a  
p a lm  w i t h  t h e  c ro w n  o f  v i c t o r y ,  a n d  s o  b u i l d i n g  u p  
a  c o m n le x  i d e a  o f  t h e  n a t u r e  o f  t h e  r e l i g i o u s  l i f e  
o u t  o f  t h e  o r i g i n a l  s i m p l e  e m b le m .
H ere, as  in  "The W a te r - f a l l ,"  Vaughan e la b o ra te s  a s in g le  image 
from n a tu re  as an emblem o f s p i r i t u a l  r e a l i t y .  His development o f  
t h i s  image i s  su b tle  and ex trem ely  complex, in v o lv in g  th e  g radual 
expansion o f  an i n i t i a l  macrocosm-microcosm analogy in to  a compre­
h ensive  a l le g o ry  o f C h r is t ia n  s p i r i t u a l  l i f e .  In  t h i s  p ro c e ss , th e  
meaning o f th e  b a s ic  image undergoes se v e ra l m u ta tio n s , and in  con­
sequence th e  noem m ight se rv e  as an e x c e l le n t  i l l u s t r a t i o n  o f th e  
s u b tle  evolvement o f  p o e tic  meaning th rough  th e  c o n tro lle d  ambi­
g u ity  o f symbols. The poem's b a s ic  r h e to r ic a l  d ev ice  i s  an im p l ic i t  
d ram atic  s i tu a t io n , ,  s u b tly  suggested  by th e  opening l in e s  and in ­
t e n s i f i e d  a l lu s iv e ly  as th e  theme e v o lv e s . . In  f a c t ,  th e  poem i s  
c o n s tru c te d  as p a r t  o f  a t r a d i t i o n a l  d ia lo g u e  between Body and S oul, 
com prising only  a sp e e c h 'b y - th e  l a t t e r ;  as. u s u a l,  Soul i s  th e ,,p u r- ' 
veyor. o f  t r u t h ,  and e x h ib i ts  a p a t ie n t  to le ra n c e  as  i t  e d i f ie s  th e
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i n f e r i o r  Body. This r e la t io n s h ip  i s  e s ta b lis h e d  a t  th e  b eg inn ing ,. •. 
where " th i s  shade" in tro d u ce s  th e  b a s ic  image and "As I  h av e 'y o u rs  
long sin ce"  im p lie s  th e  t r a d i t i o n a l  concent t h a t  th e  body i s  a -v e il , 
which shadows th e  l i g h t  o f th e  s p i r i t u a l  w orld from th e  sou?., A fte r  
t h i s  qu ick  sk e tch  o f  th e  b a s ic  s i tu a t io n ,  s ta n z a s  1-3  develop th e  
image o f th e  naln  t r e e ,  and h ere  th e  f lu id  n a tu re  o f th e  th o u g h t, 
th e  su b tle  evolvem.ent o f  sym bolic m eanings, i s  e f f e c t iv e ly  supported  
by th e  s t r u c tu r e  o f th e  l i n e s .  Only th e  l a s t  l i n e  o f s tan za  3 i s  
end-stoooed ; in  th e  r e s t ,  th e  thought flow s on from, l i n e  to  l in e  
w ith  on ly  in te r n a l  s to n s , and th e  form al s tan z a  u n i ts  a re  a ss im i­
la te d  in to  a u n if ie d  s t r u c tu r e  by th e  running-on  o f th e  sense from 
one to  th e  n e x t. As a r e s u i t  o f t h i s  te ch n iq u e , th e  sym bolic mean­
in g s  o f th e  image seem no t imposed uoon i t ,  b u t seem to  grow from 
i t  by a p ro cess  o f expansion; Vaughan's method v iv id ly  supports  h is  
b a s ic  assum ption th a t  in  e la b o ra tin g  th e  image a n a lo g ic a l ly  he i s  
m erely  e x p lic a t in g  an e s o te r ic  s ig n if ic a n c e  im plan ted  in  i t  by God 
(see  "The Tem pest," 11. 21-14, and "The H a te r - f a l l , "  11 . 27 -32 ).
The id ea  o f  c o r ru p tio n , s u b tly  suggested  in  th e  second l i n e ,  i s  
developed in  s tan z as  1-2  th rough  an e la b o ra tio n  o f  th e  t r e e 's  " p re s t  
and bow'd" appearance. Here th e  poet p ro je c ts  em p h a tica lly  th e  
orthodox view th a t  bo th  n a tu re  and man s u ffe re d  co rru p tio n  as a 
r e s u l t  o f  th e  F a l l ,  The "Both you and i t "  o f l i n e  4 r e in fo rc e s  th e  
id e n t i f i c a t i o n  o f th e  "Deare f r ie n d "  as th e  body, and th u s  in t e n s i ­
f i e s  th e  refe .rence in  l in e s  1-2  to  th e  b o d y 's  "shade", by su g g estin g  
m an's p h y s ic a l co rrup tion , a f t e r  th e  F a l l ; ,  th e  most s ig n i f ic a n t  
a s p e c t-o f  t h i s  c o rru p tio n —th e  b o d y 's  su b je c tio n  to  d ea th — is  ex- 
n l i c i t l y  id e n t i f i e d  in  l i n e  7 • In  th e s e  l i n e s , th e  palm t r e e  i s
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p re sen te d  as b ro ad ly  -symbol j 0 o f n.ar.'s fa?.7.or. c o n d i t i o n i r i . t h  
s p e c ia l  emphasi s • on ■the .inadenuacy' of h is . degraded n a iu ro T ;s t a t e ' 
and or. h is  . c o rn e o u e n t-f ru s tra tio n : in  i t .  These in n l jc a t io n s  a re  in ­
te n s if ie d -  by th e  p ro je c ts  on in  l in e s  8- 12' of th e  t r e e ’ s oartioul.-or 
s ig n if ic a n c e ' as a symbol, o f  th e  sou? . H ith e rto  Vaughan has dw elt 
on i t s  "bow’d ” ayaoaranco , bu t now he emohasizea th e  urward growth 
which re v e a ls  i t  to  be one of th o se  " C e le s tia l  n a tu re s"  th a t  " s t i l l /  
A spire f o r  home." Thus he g ra d u a lly  makes c le a r  th a t  e a r l i e r  
a l lu s io n s  to  derrs.ds.tion r e f e r  to  n a n ’s s p i r i tu a l  as w e ll as to  h is  
p h y s ic a l decay . There i s  a s tro n g  su g g estio n  here  o f  th e  d o c tr in e  
o f th e  "F o rtu n a te  F a l l ,"  fo r  l in e s  8-9 l in k  th e  general, and p a r t ic u ­
l a r  ’-noonings o f  th e  image by p re se n tin g  th e  id ea  th a t  th e  v ery  in ­
adequacy o f  n a n 's  co rru p ted  s ta te  im pels him to  s t r i v e  th e  more 
f o r  s p i r i t u a l  p e r fe c t io n —th a t  th e  v a rio u s  a f f l i c t i o n s  which b e se t 
h is  degraded so u l a s s i s t  h is  s p i r i t u a l  advancement.
By m e a n s  o f  t h i s  s u b t l e  e x p a n s i o n  o f  t h e  b a s i c  i m a g e . V a u g h a n  d e ­
v e l o p s  i t s  c o m p le x  s y m b o l i c  m e a n i n g s .  P r i m a r i l y  i t  s t a n d s  f o r  m a n 's  
s o u l  i n  i t s  a c t i v e  r e g e n e r a t e  s t a t e ,  s e e k i n g  G od a n d  h e a v e n ,  a n d  
t h u s  f o r  s p i r i t u a l  l i f e  i n  t h e  f u l l e s t  s e n s e .  B u t  t h e  p o e t  h a s  e n ­
r i c h e d  t h e  im a g e  w i t h  s y m b o l i z a t i o n s  o f  t h e  F a l l  a n d  m a n 's  c o r r u p t i o n ,  
a n d  t h u s  h a s  p r o j e c t e d  a l l e g o r i c a l l y  t h e  f i r s t  s t a g e  o f  m a n 's  
s p i r i t u a l  h i s t o r y .  O b v i o u s l y  t h e s e  tw o  a s p e c t s  o f  t h e  t h e m e  a r e  
c l o s e l y  r e l a t e d ,  f o r  t h e ’s p i r i t u a l  s t r i v i n g  d e p i c t e d  b y  t h e  t r e e ' s  
u p w a r d  g r o w t h  r e p r e s e n t s  a. n e c e s s a r y  e f f o r t ,  t o  r e s o l v e  t h e  p r o b l e m  
c r e a t e d  b y  t h e  F a l l , a n d  t h u s  r e p r e s e n t s  t h e  s e c o n d  i m p o r t a n t  s t a g e  
i n  m a n 's  s p i r i t u a l  c a r e e r .  An e q u a l l y  s u b t l e  e v o l v e m e n t • o f  t h o u g h t  
m a y  b e  o b s e r v e d  i n  t h e  r e m a i n i n g  f o u r  s t a n z a s ,  i n  w h i c h  V a u g h a n
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com pletes h is  a l l e g o r i c r l  h is to r y  o f  ra n  by e la b o ra tin g  e x p l i c i t l y  ■ 
th e  t r e e 's  .sym bolizations o f  s p i r i tu a l  l i f o .  Being now a b le  to  a s ­
sume th e  es ta b lish m en t o f th e  b a s ic  them e, he s ig n i f i c a n t ly  s h i f t s  
to  more d i r e c t  and r ig id  e x p re s s io n , and b u ild s  up th e  symbolic 
meaning o f th e  t r e e  s te n  by s te p , s tan za  by s ta n z a .
Stanza h i n t e n s i f i e s  e a r l i  e r  su g g estio n s  ( re s id in g  m ainly  in  "Ce­
l e s t i a l  n a tu re s  s t i l l / A s p i r e  fo r home") o f  a k in sh ip  between th e  
re g e n e ra te  sou l and heaven, p ro je c t in g  v iv id ly  in  "doth  always 
(h idden) m ultip ly /A nd s r r in g ,  and grow," th e  e x h a u s tle s s , in v u ln e r­
a b le  q u a l i ty  o f th e  s p i r i t .  This n u a l i ty  i s  denoted q u i te  e x p l i c i t ­
l y  by " im m o rta lity ,"  w hich, in  co n ju n c tio n  w ith  " th e  l i f e  , . . h id  
above w ith  C h r is t / in  God," s h i f t s  th e  d e n o ta tio n  o f  th e  image from 
th e  in d iv id u a l  so u l to  th e  e te r n a l  s p i r i t u a l  w orld i t s e l f .  This im­
p l ie s  a p ro g re ss io n  o f th e  so u l to  th a t  w orld , such an ap o th eo sis  
re p re s e n tin g  o f  course th e  p r in c ip a l  aim of C h r is t ia n  l i f e  and th e  
annulm ent o f  th e  i n i t i a l  c u rse . The ag en t o f  t h i s  annulm ent i s  sug­
g es ted  a l lu s iv e ly  by l in e  1 6 , where th e  p oet employs th e  b a s ic  
image to  r e p re s e n t  th e  C ross, and by means of th e  t r a d i t i o n a l  con­
c e i t  o f th e  t r e e 's  " f r u i t "  compresses in  a v iv id  image th e  whole 
d o c tr in e  o f Redemption. The s u b tle  im p lic a tio n s  o f t h i s  s tan za  a re  
confirm ed by s tan z a  5 > in  which th e  t r e e  i s  e m p h a tica lly  p re sen ted  
as sym bolizing heaven, and th e  rew arding o f redeemed so u ls  w ith  
crowns o f im m o rta lity  i s  e x p l i c i t l y  d e sc rib e d . H ere, and in  th e  nex t 
two s ta n z a s ,  t h e , t r e e 's  sym bo liza tion  o f  th e  in d iv id u a l  so u l i s  
e lab o ra ted , by th e  a s s o c ia t io n  w ith  i t  o f  th e  redeemed souls.' 
v ir tu e 's — o b ed ien ce , p a t i e n c e , 'f a i t h . ,  th e . f i n a l  s ta n z a  e f f e c t iv e ly  
u n i f ie s  th e  poem by r e c a l l in g  th e  in i t i a l - d r a m a t ic  s i tu a t io n  anti
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p ro je c t in g  th ro u g h  i t  (and th u s  p re se n tin g  in  p e rso n a l te rm s) th e  
com pletion o f  m an's c a re e r  in  th e  b o d y 's  r e s u r r e c t io n  and e n try  in to  
th e  e te rn a l  w orld .
I .  3* So o r e s t  and bow 'd . The a l lu s io n  i s  to  th e  c h a r a c te r i s t i c  
downward curve o f th e  palm fro n d s .
I I .  3-k .  s in  d id  degrade / Bo th  vou and i t . Cf. "C o rru p tio n , 1 11. 
15-16:
He drew th e  Curse upon th e  w orld , and C rackt 
The whole fram e w ith  h is  f a l l .
1 . 6 . m a le -c o n te n t. A v a r ia n t  o f  m a lco n ten t.
1 . ? .  th e se  w e ig h ts . I .  e . , th e  overhanging fro n d s .
1 . 10. home. I .  e . , heaven, b u t th e  term, a lso  p o in ts  to  "Eden1 in  
l i n e  6; c f .  "C o rru p tio n ,"  11 . 17-20.
1 . 13 . h id  above w ith  C h r is t . The re fe re n c e  to  C h ris t h e re  fo re ­
shadows th e  a l lu s io n  in  l i n e  16 to  th e  C ru c if ix io n  and Redemption.
1 . 26. When we two n a rt .  I .  e . , when th e  body d ie s .
1 , 27. a G arland . The term  i s  o a r a l l e l  to  "Crowns" in  l i n e  20;
c f .  "The G arlan d ,"  11. 33-36 (M artin , p . 1*93),
1 . 28. a g a in s t  you wake. I . e . , in  p re p a ra tio n  fo r  your awakening.
Page 53i The-Favour. ■
In  them e, th is ,  poem may be compared to  "The Shower" and ".The Re­
v iv a l  . 11 Like them, I t  p ro jec ts*  th e  p o e t 's  resp o n se  to  an ex p erien ce  
o f s p i r i t u a l  e le v a t io n ;  b u t ,  a s  th e y  do n o t ,  i t  ex p resses  d e s ir e
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f o r  p ro lo n g a tio n  and. f u r th e r  h e ig h ten in g  o f th e  e x p e r ie n c e , and 
o b ta in s  more com plexity  than  th e y  th rough  r e l ia n c e  on th e  im p li-  
c a tio n s  o f  P h ilo so p h ic  concen ts . I t s  s t r u c tu r e  r e f l e c t s  th e  sane 
n a t te m  o f te n s io n  and r e le a s e  found in  "The Show er , 1 bu t h e re  each 
s t a t e  i s  re n ea te d  a l t e r n a t e ly .  L ines 1-3 embody th e  n o e t 's  e x c ite d  
em otional r e a c t io n ,  and d e r iv e  i n t e n s i t y  from em phatic, ie rk y  ex­
c lam atio n s; D in e s  3-6 view  th e  exnerience  oo r.tem o la tiv e ly , th e  
u a t te m  o f q u ie t  thought being  r e f le c te d  in  t h e i r  sm oother, more 
recru lar movement. A s im i la r ly  renosed  s t a t e  o f  mind i s  rev ea led  by 
Dines 7 -8 , which n re se n t th e  o h ilo so o h ic  concept in  term s of which 
th e  n o e t 's  d e s ir e  f o r  renewal, o f  th e  exnerience i s  exnressed  in  
Dines 9 -10 , Here th e  oaralleD . exclam ations embody renewed em otional 
te n s io n , which subsides as  th e  concluding l in e s  n ro ie c t  th e  n o e t 's  
calm a n t ic io a t io n  o f  h is  p r a y e r 's  f u l f i l lm e n t .  From an o th e r p o in t 
o f  view , th e  poem may be seen as d iv id ed  e o u a lly  between th e  n a s t  
and th e  fu tu re s  D.ines 1-6  d ea l w ith  th e  ex n erien ce  m o tiv a tin g  th e  
noem, and l in e s  7-12  w ith  th e  d e s ir e  fo r  i t s  renew al, t h i s  second 
phase o f  th em atic  development being s u b tly  a n t ic in a te d  by l in e s  5- 8 .
1* 2 . Shown, & b u t shown. The purnose o f th e  r e p e t i t io n  i s  to  
emnhasize th e  inadequacy o f th e  ex n e rien ce .
1 .  5 -  h i m . I .  e . , " t h e  c o y "  o f  t h e  p r e c e d i n g  l i n e ,  b y  w h i c h  V a u g h a n  
m e a n s  h i m s e l f .
1 . 6 .  I m p l i c i t  h e r e  i s  t h e  p o p u l a r  R e n a i s s a n c e  c o n c e p t i o n  o f t h e  
. e a g l e ' s  a b i l i t y  t o - w i t h s t a n d  c l o s e  s i g h t  o f  . t h e  s u n ' s  d i r e c t  P a y s .
I n  t h e  C h a i n  o f  B e in g  t h e ' e a g l e  w a s '- " p r i m a t e "  o f  b i r d s - ,  a ' g r e a t e r  
s h a r e  i n  t h e  D i v i n e .  E s s e n c e  b e i n g  a t t r i b u t e d  t o  h im  t h a n  t o  o t h e r
. s h e d e s :  s i n c e  t h e  s u n  w a s  symbol * c  o f  God, t h e  e a g l e ' s  v i s u a l  
p o w e r s  c o u l d  b e  u s e d  t o  p r o j e c t  t h e  s o u l ' s  c a m c i t y  f o r  s n i r i t u a l  
e l e v a t i o n .  F o r  e x a m o l e , s e e  " T h e  En g l e "  ( M a r i l l a ,  p .  ? 2 ) , e s p e c i a l ­
l y  l i n e s  4 1 -M 6 , a n d  M a n i l l a ' s  n o t e s .
I . 6 , s t a r v 'd . The e a g le t ,  unab le  to  f l y .  r s  " s ta r v 'd "  f o r  c lo se  
s ig h t  o f th e  sun . E a g le t. Not " e a g le ,"  because th e  noet i s  here  
s t r e s s in g  h is  i n a b i l i t y  to  o b ta in  th e  f u l l  view o f  God which he 
d e s ir e s ;  use o f  th e  d im in u tiv e  f u r th e r  a s s i s t s  th e  theme by empha­
s iz in g  th e  n o e t 's  weakness and consenuent dependence on God's 
" fa v o u r."  th in e  ey e . I .  e . , G o d 's , con tin u in g  th e  im agery o f  l in e s  
1- 3 ; in  term s of th e  u n d erly in g  symbolism , th e  sun.
I I .  1 -6 . 0 th y  b r ig h t  looks I . . . f o r  th in e  ey e . Of. "Cock-crow­
in g ,"  l l .  37- ^ 2 .
11. 7- 8 . Some kinde . . . lo v in g  s t a r . An e a r l i e r  i l l u s t r a t i o n  
o f V aughan's use (though fo r  a. d i f f e r e n t  purpose) o f th e  concept 
r e f le c te d  h e re  i s  provided by "Tc Amo r e t  gone from him ," 1 1 . 13-18; 
see  a lso  M a r i l l a 's  headnote on th i s  poem (p . 122) .
1 . 11. n ig h ts  and m ornings. "The N ight" and "The M oming-watch" 
p rov ide  in te r e s t in g  c o rro b o ra tio n  o f th e  h in t  h e re  th a t  th e se  w ere 
fo r  Vaughan th e  tim es most conducive to  s p i r i t u a l  in s ig h t .
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T h i s  i s  p r o b a b l y  t h e  m o s t  r h e t o r i c a l  o f  a l l 'V a u g h a n ' s  p o e m s ,  i n  ' 
t h e - s e h s e  . t h a t  i t  d e p e n d s  m o re  t h a n  a n y * o t h e r  f o r  t h e  a c h i e v e m e n t  
o f  i t s  p u r p o s e  o n  v e r b a l  d e v i c e s .  T h e - u s e  d f  l i n k e d  p h r a s e s . w a s
JO?
a p p a re n tly  su g '-e s to l to  Vaughan b y 'H e rb e r t1 s "A Wreath" .(Works, 
p . 1 8 5 ), and i t  As s ig n i f ic a n t  that, h e r o , An th e  f i e ld  o f  do l’ib c r -  
n to  o rg an iza tio n  ar.d th e  0x01.011 a tie* ' o f  l i t c r s r ” e f f e c t s ,  where 
H erb ert i s  u s u a lly  considered  s u n e r lo r ,  Vaughan n o s t  em p h a tica lly  
ex ce ls
emblematic dev ice  in ten d ed  to  r e f l e c t  th e  interw oven s tr u c tu r e  o f 
th e  "Wreathed p c rla n d ” r.r w e ll as th e  com plexity  o f th e  r c e t 1 s 
"crooked w inding w ayes," and H erb ert i n t e n s i f i e s  th e  d ev ice  by 
having th e  thought in  th e  ooen d e sc rib e  a c i r c l e .  As Miss F reeran  
says (H nglish  Fr.blon Books, n . 168): "H erbert ach iev es a rem arkable 
t e a r  do ^orco i.r buildA^p U'" a 0000 o f o v e r!a m in e  l i n e s .  . > . Xn 
a l l  th e se  th e  t i t l e  d e sc rib e s  what has been done by th e  s tanza  
form , dem onstra tes  th e  nj ctw re whi ch th e  a e tn a !  arvnearsr.ee o f th e  
noen on th e  r a r e  would o f fo r  to  t^ e  e v e »11 Mies F reer an* s choice o f 
words i s  i n t e r e s t i n g . fo r  i t  i s  a s ig n i f ic a n t  f e a tu r e  o f  H e rb e r t 's  
poem. t h a t  th e  image o f  th e  w reath  i s  n o t r e a l iz e d  c o n c re te ly , and 
i s  p resen ted  v i s u a l ly  on ly  th rough  th e  tenuous d ev ice  o f  th e  appear­
ance o f th e  l i n e s ,  in d eed , th e  wven i s  u n u su a lly  devoid o f  im ages, 
th e  e x p re ss io n , l i k e  th e  th o u g h t, be ing  alm ost e n t i r e ly  a b s t r a c t ,  
and as a r e s u l t  th e  poem ap p ea ls  m ainly to  th e  mind, a r a r t  from .'the ' 
tenuous appeal to  th e  eye ju s t  m entioned. Thus th e  re fe re n c e s  to  th e  
w rea th  in  th e  t i t l e  and th e  f i r s t  and l a s t  l in e s .d o  l i t t l e  t o  a s s i s t  
ex p ress io n  o f  th e  a b s t r a c t  them e, b u t r a th e r  ten d  to  d i s t r a c t  th e  
r e a d e r 's - a t t e n t io n  from i t s  e v o lu t io n . The v e rb a l p a t te r n  h a s , a t  
m ost, on ly  s lig h t-  re lev an ce  to  th e  them e, and so p o ssesses  only  
s l i g h t  e f f ic a c y 'a s  a p o e tic  d e v ic e . . M iss Freeman a p t ly  d e sc r ib e s  th e  
poem as a to u r  .de f o r c e ; and t h i s  i s  n o t to  say th a t  i t  i s  a p a r­
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t i c u l a r l y  bad roem , b u t o n ly  th a t  i t  i s i n f e r i o r  to  Vaughan1 s .
Ir> V aughan's poem, on th e  o th eT> hand, th e  t : t l e  p o in ts ,  n o t to  
th e  i n t r i c a t e  s t r u c tu r e ,  b u t to  th e  them e, and th e re  i s  no th in g  in  
th e  p o e t 's  ex p ress io n s  to  c a l l  a t t e n t io n  to  th e  tech n iq u e  as a . ■ 
th in g  in  i t s e l f .  "Theme" i s  an u n fo rtu n a te  word, f o r  th e  poem i s  
e x n re ss iv e  n u ite  as much o f  emotion as  o f th o u g h t; a c c o rd in g ly , -we 
f in d  t h a t  i t  i s  f u l l  o f  co n cre te  Images and o f id e a s  t r e a te d  con­
c r e te ly .  As a r e s u l t ,  th e  ex p ress io n  o f  c le a r ,  coheren t though t i s  
accompanied by vigorous' e x p ress io n  of emotion and a co rrespond ing  
newer to  evoke -a v iv id  re so rn se  from th e  reader?  th e  noem communi­
c a te s  f u l l y  th e  complex in te r f u s io n  o f  tho u g h t and f e e l in g  in  th e  
n o e t 's  a t t i t u d e .  IJhen Vaughan p ray s  t h a t  C h r is t  w i l l  "make man a l l  
pu re  lo v e ,"  he im m ediately  ex o resses  th e  id ea  c o n c re te ly  in  an 
image: "make , . . f le s h  a s ta r ! "  ( l .  h-). The s p i r i t u a l l y  c o rru p tiv e  
and re ta rd in g  fo rc e s  o f f le s f r ly  l i f e  a re  p ro te c te d  in te n s e ly  as 
"These narrow  s k ie s  . . . t h a t  b a r re ; /5 o  b a r re  me in " ;  'continuing 
th e  image, he im plores C h r is t  to  " r e n d ,/0 r  bow th e  heavens!" The 
s p i r i t u a l  e f fe c ts ,  o f  s in  and d if f id e n c e  a re  p ro je c te d  as "These 
m ountains o f co ld  Tee in  me.," ar.d th e  a b s t r a c t  "shed th y  grace"
( l .  3 ) • acco rd in g ly  becomes "make th e s e  m ountains flo w ."  C h r is t ,  as 
" r e f in in g  f i r e , "  i s  begged to  r e f in e  th e  p o e t 's  " fo u l ,  fo u l h e a r t ,"  
and t h i s  sem i-alchem ical image i s  fo llow ed by a p h y s io lo g ic a l one' 
stemming from "co ld  I c e ."  i/hen Vaughan prays t h a t  C h r is t  w ill  "So- 
h e a r  t h a t  thou  must open ," he does n o t need to  say "open th e  g a te  
o f  heaven"; th e  whole im age, and th e  a b s tr a c t  id ea  which i t  symbol­
i z e s ,  i s  im p l ic i t  in  t h i s  e l l i p t i c a l ,  co n c re te  e x p re ss io n . And, in  
th e  c lim ax , though th e  d o c tr in e  o f  Redemption i s  in  p a r t  p re se n ted
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a b s t r a c t ly  (b u t in  v ig o ro u s , evocative- language: "w retch .. . . woe? • 
. . . w e a l" ) , y e t . th e  f in a l  answer to  -the i n i t i a l  q u e s tio n  i s  p re ­
sen ted  c o n c re te ly : i t  i s  ".thy blood-w hich, m ak es 'th ee  m ine." ' '  "
i ,
Not o n ly  i s  "Love-sick" more co n cre te  'and. ev o ca tiv e  thah- "A 
G arland ,"  b u t - its  -verbal p a t te r n  i s  more i n t r i c a t e .  H erb ert h a s ' 
t h i r t y - s i x  occurrences o f tw elve  im p o rtan t ex n re ss io n s ; Vaughan 
■has f i f t y - t h r e e  occurrences, o f  tw e n ty -f iv e . In  H e rb e r t 's  poem, 
th re e  o f th e se  occur f iv e  tim es each, th re e  occur th re e  tim e s , and 
f iv e  occur tw ice ; in  V aughan 's, one occurs fo u r t im e s , and th e  r e s t  
occu r on ly  tw ice  each . B earing in  mind t h a t  Vaughan's ooem has te n  
more l in e s  th an  H e r b e r t 's ,  i t  i s  r e a d i ly  ap p aren t t h a t  th e  p a t te rn  
o f th e  form er i s  more v a r ie d ,  l e s s  monotonous, more complex. And, 
i f  th e  re a d e r  has p a tie n c e  enough to  p lo t  th e  p a t te r n  o f  re c u rr in g  
sounds w ith  which Vaughan weaves an i n t r i c a t e  netw ork o f  a l l i t e r ­
a t io n ,  assonance , and in te r n a l  rhyme, he w i l l  f in d  th e  c o n tr a s t  a s  
g re a t  in  t h i s  r e s p e c t as w e ll;  Yet i t  i s  n o t my ex n erien ce  t h a t  
t h i s  e la b o ra tio n  d i s t r a c t s  from th e  poem 's e x p re ss io n , b u t r a th e r  
t h a t  i t  p ow erfu lly  su p p o rts  th e  e x p re ss io n .
The poem re p re s e n ts  a m e d ita tio n —a c o n c e n tra tio n  o f  i n t e l l e c t u a l ,  
m oral, and em otional f a c u l t i e s  on the-prob lem  p re se n ted  in  th e  
opening q u e s tio n ; e x p l i c i t l y  and im p l ic i t ly ,  th e  poem i s  an answer 
to  th a t  questions, . i t  p ro je c ts  in  th e  form o f  an apostrophe  a d e f i ­
n i t io n  of t r u e  lo v e  o f  C h r is t ,  and by i t s  in te n s e  and p e rso n a l ex­
p re s s io n  ex em p lifie s  th e  o p e ra tio n  o f such lo v e . The r e s t  o f th e  
poem re so lv e s  th e  problem expressed  in  th e  f i r s t  -line by conveying 
th e  a u th o r 's  f e rv e n t p ra y e r  fo r  th e  g i f t  o f d iv in e  g race ;, th e  s h i f t  
in  th e  second l i n e  from in te r r o g a t io n  to  s u p p lic a t io n  th u s  r e f l e c t s
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h is  awareness* t h a t  he can love  C h ris t"ad eq u a te ly ; q n l ^ - ^ t h  ..C h r is t 's  
'a s s is ta n c e . . The p ra y e r  f o r  g race  i s  b r i e f ly  and sir.pl y , •' b lit’ yi;gej“- •" 
o u sly  and c o n c re te ly , expressed  in  l in e s  2- ^ ,  and th e  rem aining 
l in e s  re p re s e n t an e la b o ra tio n  o f th e  theme s ta te d  in  th e s e  fo u r .
I t  i s  s ig n i f ic a n t  t h a t  h e re , though he does n o t employ th e  dev ice  
o f  l in k e d  p h ra se s , Vaughan re in fo rc e s  meaning w ith  s u b tle  v e rb a l 
d e v ic e s . The th em atic  l in k  between th e  f i r s t  and second l in e s  i s  
obv io u sly  supported  by th e  rhyme; l e s s  o b v io u sly , by th e  in te r n a l  
near-rhym e " t r u ly  lo v e— s tro n g ly  move," by th e  assonance o f th e  
lo n g , onen i-so u n d , and by th e  in te r n a l  a l l i t e r a t i o n  o f 1 and s .
The conceptual p a r a l l e l  in  l in e s  2-3 i s  supnorted  by a s y n ta c t ic a l  
p a r a l l e l  ( " th a t  th y  S o i r i t  would—That thou  w ert p le a s 'd " ) ;  l in e s  
3-1  a re  lin k e d  by th e  a l l i t e r a t i o n s  " p le a s 'd -p u re ,  sh e d -f le sh "  and 
th e  near-rhym e " g ra c e - f le s h ."
The e la b o ra tio n  of th e  b a s ic  theme f a l l s  n a tu r a l ly  in to  th re e  
p a r t s , in  which th e  v e rb a l in t r i c a c y  .ju st n o tic e d  i s  doubled and 
redoubled  by th e  use o f lin k e d  p h ra se s , which occur (a s  H e rb e r t 's  
do n o t)  n o t on ly  in  su ccess iv e  l in e s  b u t w ith in  th e  same l i n e .  In  
each p a r t ,  th e se  and th e  o th e r  v e rb a l l in k s  emphasize s y n ta c t ic a l  
connections and p a r a l l e l s  which them selves r e f l e c t  connections and 
p a r a l l e l s  o f image and th o u g h t, and co n cep tu a l l in k s  o f one p a r t  
to  an o th e r  a re  re in fo rc e d  by s y n ta c t i c a l ,  a u r a l ,  and im a g is tic  
c ro s s - r e f e re n c e s .  In  Vaughan's poem,, th e n ,,  th e  predom inant d ev ice , 
does n o t ,  as in  H e r b e r t 's ,  r e f l e c t  an image r e la te d  on ly  te n u o u s ly ' 
to  the.'poem 's them e;.m uch e la b o ra te d , i t  ex em p lifie s  th e  I n t e r ­
connections o f  th o u g h t and f e e l in ’g in h e re n t .in th e  p o e t 's  m e d ita tio n  
Thought le a d s  to  th o u g h t, p ray er produces p ra y e r , emotion evokes
em otion, and each may l ik e w is e  s tim u la te  any o th e r ,  The p o e t- 's ’ 
tech n io u e  i n t e n s i f i e s  th e  e x n re ss io n  o f a l l  th e s e  and e m p h a tic a lly  
su o o o rts  th e  r e la t io n s h in s  between them. The r e s u l t  i s  a poem which 
• is  c o m p le te ly .u n if ie d ; in te n s e ly  c o h e re n t, and p o w e rfu lly  e v o c a tiv e ; 
th e  p ro g re s s iv e  e v o lu tio n  o f th o u g h t i s  aceomoanied by a g rad u a l 
in c re a s e  in  em otional im p a c t, so t h a t  th e  p o e t b o th  exrounds what 
he means when he p ray s  t h a t  C h r is t  w i l l  " s tro n g ly  move" him and 
a lso  p r o je c ts  w ith  maximum power th e  em otional s t a t e  c f  one so 
s tro n g ly  moved.
I n  t h e  f i r s t  p a r t  ( 1 1 .  5 -9 *  11A s t a r  .  .  . w a r  r e  w i t h  t h e m " ) ,  t h e  
s y n ta c t ic a l  p a t t e r n ,  g e n e r a l l y  s p e a k i n g ,  i s  a d j e c t i v a l  a n d  a d v e r b i ­
a l ,  a n d  e a c h  c l a u s e  m o d i f i e s  a n  e l e m e n t  i n  t h e  p r e c e d i n g  c l a u s e .
In  th u s  e la b o ra tin g  th e  s t a r  image (which l in k s  t h i s  r-art t o  th e  
p r e r a r a to r y  s ta te m en t in  l in e s  1- ^ ) ,  th e  ooet employs th e  r e la te d  
cosm olog ical image o f " th e se  s k ie s ,"  and th u s  p ro je c ts  th e  s tru g g le  
in  h im se lf  between f le s h ly  c o r ru p tio n  and s p i r i t u a l  a s p i r a t i o n , 
b e s id e s  exem p lify in g  th e  fo rc e  o f  t h i s  s tru g g le  in  th e  em phatic 
r e p e t i t io n  o f h a rsh  sounds. In  th e  second p a r t  (11 . 9 -11 : "0 come 
, . . Ic e  in  m e l" ) , Vaughan e x p resses  e s s e n t i a l l y  th e  same id ea  as 
in  th e  c o n d it io n a l  c la u s e  (o f  which th e  l i n e s  j u s t  d isc u s se d  a re  a 
p a r t )  begun in  l i n e  2 ; b u t h e re  he s h i f t s  to  th e  in n e r a t iv e  mood 
and in  th re e  c lo s e ly  r e l a t e d  c la u se s  p re se n ts  a s o lu t io n  o f  th e  
c o n f l ic t  j u s t  p re se n te d  and by h is .  f e rv id  ex p re ss io n  in c re a s e s  th e  ' 
su g g e s tio n  o f  th a t  c o n f l i c t 1s ‘ i n t e n s i t y .  As I  h a v e 'p o in te d , ou t 
a l r e a d y , 't h e  im agery in  th e  f i r s t  c la u s e  h e re  stem s from th e  s k ie s  • 
im age in  l i n e s  6- 9 ; fu rth e rm o re , th e  d e n o ta tio n  o f "m ountains'.o f 
co ld  I c e  in  me" i s  cognate  w ith  t h a t  o f  th e  s k ie s  im age, and t h i s
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p a r t  is , .fu r th e r-c o n n e c te d  to  th e  p reced ing  by a-1 l i b e r a t i o n : ' • ■
"■const a n t-c o n e , 1 • "ruh-rend .,"  " b^'rr e-bow " The f i r s t  'c la u se  h ere  i s  • 
r e la te d  to  th e  second by th e  rhyme, by th e  concep tual and v e rb a l 
r e p e t i t io n  "bow th e  benver.s~bow  - t h e m a n d  by th e  in te r n a l  
near-rhym e "h eav en s-d escen d ." The second and t h i r d  c la u se s  a re  r e - '  
l a te d  lo g ic a l ly  in  t h a t  th e  t h i r d  p ro je c ts  a consequence o f "descend ,"  
and t h i s  r e la t io n s h ip  i s  supported  by th e  n ear-rh y n e  "descend-oresence" 
and by th e  a l l i t e r a t i o n  " th e m -th y - th e se ."  The th i r d  c la u se  i s  con­
n ec ted  to  th e  f i r s t  by a l l i t e r a t i o n  ( "co n e-co ld ") ar.d by th e  
near-rhym e "h eav en s-p resen ce , 11 w h ile  a l l  th re e  c lau ses  a re  lin k e d  
by th e  v is u a l  (and p erh ap s, to  Vaughan, a u ra l)  rhyme "bow-flow."
I n  t h e  t h ? r d  a n d  f i n a l  p . a r t  (11. 1.2-?? t " T h o u  a r t  • .  . e v e r  
t h i n e " ) ,  t h e  c l a u s a l  p a t t e r n  i s  a t  f i r s t  p r e d i c a t i v e ,  a d j e c t i v a l ,  
a n d  i m p e r a t i v e :  " T h o u  a r t / R e f i n i n g  f i r e ,  0  t h e n  r e f i n e  my h e a r t , /
My f o u l ,  fou l h e a r t ! "  The co n cep tu a l and im a g is tic  l in k s  w ith  p re ­
ced ing  p o r tio n s  o f  th e  poem w i l l  a t  once be obvious to  th e  re a d e r , 
as  w i l l  th e  lo g ic a l  dependence o f th e  im p era tiv e  c lau se  on th e  
p re d ic a t iv e .  Less obv ious, perh ap s, w i l l  be th e  way th e  p o e t r e in ­
fo rc e s  t h i s  dependence by means o f  rhyme (c a r r ie d  on by th e  rep e ­
t i t i o n  o f "h e a r t"  in  l i n e  1 4 ) , th e  p a r t ly  i n te r n a l  a l l i t e r a t i o n  o f  
f , and th e  assonance o f th e  lo n g ,.o p e n  i-so u n d i Vaughan f u r th e r  
em phasizes th e  concept h e re  by p ro je c tin g , i t  ag a in  in  p a r a l l e l  
im agery: "Thou a r t  i rm p r ta l l  h e a t , /H e a t  m otion g iv e s ; Then warm i t ,
t i l l  i t  b e a t  . . .  . This p assag e , s ig n if ic a n tly - ,  r e f l e c t s  e s -
* ‘ * • . * « " «
Sentially the same logical and- syntactical pattern as the preceding,
w h ile  th e  opening e x p ress io n s  a re -y e rb a l ly  p a r a l l e l  and a lo g ic a l  
connection  i s  made by th e  re fe re n c e  o f  " i t "  (1°. 15) to  " h e a r t ,"  In
th e  rem aining l i n e s ,  lo g ic a l  dependence i s  supported  by a s y n ta c t i ­
c a l  dependence of' c lau se  on c la u s e , and th e s e .. l in e s  exem plify  a lso  
: th e  su ccess iv e  a d je c t iv a l  p a t te rn  n o tic ed  in  l i n e s  5- 9 * Im l in e s  
15-19 . lo n g itu d in a l  ba lance  o f c la u s e s , and s y n ta c t ic a l  and V erbal., 
•v ira l!  e l s ,  a s s i s t  th e  b a s ic  d ev ices  in  in te n s ify in g , th e  t i g h t  
sequence of th o u g h t. The r e s u l t  i s  a ra p id  b u t s te a d y  mounting o f 
em otional te n s io n , which f i n a l l y  explodes in to  th e  pow erful a f f i r ­
m ation of th e  clim ax. This (q u ite  d e l ib e r a te ly )  i s  made to  co in c id e  
w ith  th e  p o e t 's  p ro je c t io n  o f th e  s a c r i f i c e  w hich, a re -e m in e n tly , 
a s su re s  him o f grace and enab les  him to  lo v e  C h r is t  " t r u ly ."  A ll 
in  a l l ,  th e  roem ex em p lifie s  a k ind  o f  toughness ar.d in t r i c a c y  more 
in te n s e  th an  H e r b e r t 's ,  c h a r a c te r i s t i c  o f  Donne and o f  H opkins1 
" te r r ib l .e  so n n e ts ,"  b u t no t accounted fo r  in  co n v en tio n a l formu­
la t io n s  o f Vaughan’ s a r t i s t i c  m e r its .  I t  i s ,  c e r ta in ly ,  an unusual 
com position in  comparison to  most o f  h is  r e l ig io u s  poems, b u t i t s  
o u ts ta n d in g  a r t i s t i c  q u a l i t i e s  o b v io u sly  stem from h is  e a r ly  
p r a c t ic e  o f r h e to r i c a l  te ch n iq u es  in  poems on s e c u la r  them es. But 
h e re  he outdoes bo th  H erb ert and h is  own e a r ly  s e l f ,  and i s  more 
rh e to r ic a l ,  th an  e i t h e r .
11 . 4-9  • s t a r  . . . s id e s . The b a s is  o f  V aughan's use  o f th e se  • 
images i s  th e  prom inent R enaissance concep tion  th a t  w hereas every -, 
th in g  below th e  Moon ( th e  t e r r e s t r i a l ,  sphere) tfas co rru p ted  a n d ’ ■. 
s u b je c t  to  decay , th e  realm  above -the.Moon ( th e  c e l e s t i a l  sp h ere) 
was p u re , .e te rn a l ,  arid in c o r r u p t ib le .  This id e a  f ig u re s  as  a -b a s is  
fop  im agery in  m any/of V aughan's s e c u la r  poems. . . *
11* 9- 1 0 . 0 come . • . and descend . Vaughan r e f e r s  to  th e  Second
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This ingen ious com position sym bolizes in  v a r io u s  s t r u c tu r a l  
d e t a i l s  th e  T r in i ty  which i t  c e le b r a te s .  There a re  th r e e  s ta n z a s ,  
each embodying a s e p a ra te  tho u g h t and com prising th re e  l in e s  which 
rhyme to g e th e r .  In  a d d i t io n ,  l i n e s  1 , 5 , 8 , and 9 a l l  co n ta in  
th re e  c o -o rd in a te  e lem ents—th re e  a d je c t iv e s  in  l i n e  1 , th re e  nouns 
in  l i n e  5> and th r e e  v e rb s  in  each of l in e s  8 and 9 . Vaughan 
c a r r ie s  th e  m a tte r  s t i l l  f u r th e r  by e x p l i c i t l y  d en o tin g  th e  noem's 
s u b je c t  th re e  tim e s—by use  of th e  word " t r i n i t i e "  in  l i n e  3 and of 
" th ree "  in  th e  f i r s t  and l a s t  l i n e s .  The poem re p re s e n ts  Vaughan's 
em ulation  o f H e rb e r t 's  noem w ith  th e  same name (se e  M a r t in 's  n o te , 
p .  748 ), and re v e a ls  h is  su ccess fu l em.nloyment o f  tech n iq u es  more 
e la b o ra te ly  exem plified  in  th e  o ld e r  n o e t 's  "Daster-wirigS" and 
"The A l ta r ."
1*  5< S n i r i t ,  W a t e r , a n d  t h e  B l o o d .  V a u g h a n  r e f e r s  t o  v a r i o u s  ■ 
S c r i p t u r a l  p r o o f s  o f  C h r i s t ' s  d i v i n i t y ;  s e e  J o h n ,  i ,  3 2 -3 4 - , a n d  
x i x ,  3 2 - 3 7 .
1 . - 7 .  A n ty -ty p es . A v a r ia n t  o f  a n t i ty p e s .
- , ' P a g e  55*  T h e  K n o t .  ■
H a r t z .  T h e  P o e t r y  o f  M e d i t a t i o n , p p .  9 8 - 9 9 *
In  h i s '  p o em  " T h e  K n o t"  / V a u g h a n /  p r a i s e s '  t h e  
' V i r g i n  i n  t e r m s  t h a t  o p e n l y  d e f y  t h e  P u r i t a n  b y  
e x p r e s s i n g  an e s s e n t i a l l y  C a t h o l i c  v i e w  o f  t h e  
V i r g i n ' s  p l a c e  i n  t h e  s c h e m e  o f  t h i n g s  . . . .
T h e  e c h o  o f  t h e  C om m union  l i t u r g y  i n  t h e  l a s t
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s tan z a  i s  e s p e c ia l ly  d a r in g : such an im o l ic i t  
eo u a tio n  w ith  C h r is t  J s e x a c tly  th e  n o in t a g a in s t 
which th e  Reformers d ire c te d  t h e i r  a t ta c k  on 
M ayro la try .
Ir. t h i s  poem Vaughan ex n resses  h is  v e n e ra tio n  o f th e  V irg in  by 
means o f  a s in g le  image d e s ig n a ted  by th e  t i t l e .  He does n o t ,  as 
in  "The Lampe," e la b o ra te  th e  i^ag e  in  i n t r i c a t e  d e t a i l ,  p ro je c t in g  
h i s  theme by a ss ig n in g  a symbolic s ig n if ic a n c e  to  each a so e c t o f 
i t .  The image o f  th e  kno t com prises th e  whole o f  hi.s c e n tr a l  mean­
in g —th e  union of th e  d iv in e  and n a tu ra l  w orlds—and d o c tr in a l  im­
p l ic a t io n s  o f t h a t  union a re  s e t  f o r th  by a l lu s iv e  s ta tem e n t. This 
tech n iq u e  ten d s  l e s s  tow ard lo g ic a l  d e f in i t io n  th an  toward em otional 
su g g e s tio n , and th u s  m owerfully r e in fo rc e s  th e  ex n ress io n  o f th e  
p o e t 's  mood; y e t  he avo ids vague tho u g h t and e f fu s iv e  f e e l in g  by 
means o f co n cre te  im agery, sim ple language, f irm  rhythm s, and p re ­
c is e  a r t i c u la t io n  of m usical s ta n z a s . H is developm ent o f th e  theme 
i s  s u b tie ,  y e t  co h e ren t, and th e  -^em i s  u n if ie d  in  im agery, th o u g h t, 
and s t r u c tu r e .
The exclam ations o f  l in e s  1.-2 id e n t i f y  th e  s u b je c t  and express 
em p h a tica lly  th e  a u th o r 's  a t t i t u d e ;  l in e s  3-12 s u b s ta n t ia te  t h i s  
a t t i t u d e  by p ro je c t in g  im portan t a t t r i b u t e s  o f th e  s u b je c t,  and th e  
f i n a l  s tan z a  sums up th e  c e n tr a l  id ea  and in t e n s i f i e s  th e  omening 
l i n e s '  p r a i s e .  The b a s ic  image i s  suggested  by "tyed" in  l i n e  3> 
and h e re  " tyed  l i f e  to  th y  house" su g g ests  th e  un ion  o f th e  d iv in e  
and n a tu r a l  w orlds in  Mary by means o f th e  Immaculate C onception. 
L ine  ^  p o in ts  to  th e  redem ption o f man th rough  C h r i s t 's  s a c r i f i c e ,  
and a m p lif ie s  th e  p r a is e  o f Mary by a t t r i b u t i n g  t h i s  even t u l t i ­
m ate ly  to  h er "b eau ty ."  The second s tan z a  c le a r ly  re v e a ls  th e  im age,
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th e  poem's d ram atic  s t r u c tu r e :  " I t  i s ,  a l a s ,  too  typical., t h a t ,  
a f t e r  t h i s  e x c e l le n t  opening / l ? . 1-127, Vhughan s in k s  in to  a 
d if fu s e  r e f l e c t i v e  s ty le "  (The Cul t r r a l  R ev o lu tio n , n , 150).
Fame 58* Q uickness.
The nurnose of t h i s  e x q u is i te  l y r i c  i s  to  d e s c r ib e  a l lu s iv e ly
"F a lse  l i f e "  and a c o n tra s tin g  "L ife" and to  exn ress  th e  a u th o r 's
re n u ls io n  f o r  th e  form er and d e s ir e  f o r  th e  l a t t e r .  The eor.ple-
m entary a sn e c ts  o f h is  mood a re  e x p l i c i t l y  in d ic a te d  by l in e s  2*
and k,  r e s p e c t iv e ly , b u t in  th e  r e s t  o f  th e  poem h is  emotion i s  ex­
p re ssed  by th e  i n t e n s i t y  o f th e  language w ith  which each s t a t e  i s  
d e sc r ib e d . The p ro fu s io n  of v iv id  images in  th e  poem i s  a m ajor 
means to  i t s  su ccess , b u t q u ite  as im p o rtan t i s  Vaughan's n re sen - 
t a t i o n  o f  h is  theme in  a fu n c tio n a lly  e f f e c t iv e  balanced  s t r u c tu r e . 
The f iv e  s tan z as  a re  nrecs so ly  d iv id ed  between th e  two s n i r i t u a l  
s ta t e s  p ro je c te d . S tanzas 1-2  d e sc r ib e  "F a lse  l i f e "  and a lso  fo re ­
shadow th e  subsequent c o n tr a s t  and re v e a l th e  p o e t 's  a t t i t u d e ;  
s ta n z a s  3 -^  d e sc r ib e  "L ife"  and co n tin u e  to  emphasize th e  c o n tr a s t  
by means o f "No chance o r f i t "  and "y e t d o th  n o t cloy" (11 . 11, 1 2 ) . 
The f i f t h  s ta n z a , which em p h a tica lly  summarizes th e  them e, p ro je c ts  
m icrocosm ically  t h i s  s t r u c tu r a l  re in fo rcem en t o f th e  b a s ic  c o n t r a s t .  
Also s ig n i f ic a n t  h e re  i s  th e  a u th o r 's  a c c e n tu a tio n  o f h is  d e s ir e  
by h is  c lim a c tic  p re s e n ta t io n  in  th e  f i n a l  l i n e  o f th e  noem 's most 
v iv id  image o f  " L ife ,"
The poem 's ex ac t Im port i s  e lu s iv e ,  because i t  depends upon our 
f in d in g  r e f e r e n ts  f o r  th e  two m ajor te rm s , and th e  p o e t 's  p e r-
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s i s t e n t l v  m etap h o rica l d e s c r ip t io n s  p rov ide  few c lu e s ,  P ro fe sso r  
E, C, P e t t e t  (TLS, January  27. 1956, n . 53) ex tends th e  meaning o f  
"T 'oon-like t o i l "  in  l i n e  5 beyond any th ing  san c tio n ed  by th i s  
c ry p t ic  image o r  by any th ing  e ls e  in  th e  ooem when he f in d s  in i t  
a b a s is  f o r  r e s t r i c t i n g  "F a lse  l i f e "  to  mean "m orta l l i f e " ;  and 
th e  l a s t  l i n e  co n ta in s  no th ing  to  j u s t i f y  h is  em phatic a s s e r t io n  
t h a t  "Vaughan’ s 'q u ic k n e s s 1 i s  heavenly  e x is te n c e ,  th e  on ly  t ru e  
' l i f e ' . "  P ro fe sso r  P e t t e t 's  ex p la n a tio n  o f  th e se  term s cannot be 
reg ard ed  as  d e f in i t i v e ,  because he ig n o res  th e  s ig n i f i c a n t  ambi- • 
g u ity  in h e re n t bo th  in  th e  te rn s  them selves and in  V aughan's meta­
p h o r ic a l  e x p o s itio n  o f them. I t  i s  ju s t  as l i k e l y  t h a t  th e  poem's 
purpose i s  to  p ro je c t  th e  c o n tr a s t in g  s p i r i t u a l  s t a t e s  o f  th e  un- 
re g e n e ra te  ar.d th e  re g e n e ra te  so u l. The su g g estio n  o f  l in e s  15-16 
t h a t  th e  "L ife" which Vaughan d e sc rib e s  i s  "w ithou t E te rn ity "  m ight 
p ro v id e  a b a s is  fo r  a s s e r t in g  t h i s  as d e f in i t e ly  th e  purpose o f  th e  
poem; were th e r e  n o t a  f u r th e r  am biguity  here  w hich j u s t i f i e s  our 
re a d in g  "even w ith o u t E te r n i ty ."  But most l i k e l y  th e  p o e t 's  purpose 
embraces bo th  suggested  m eanings, f o r  th e y  a re  o b v io u sly  cognate 
and so may be p ro je c te d  by th e  same im ages. T his p o in t i s  well, 
i l l u s t r a t e d  by a famous passage in  Browne' s Urn B u ria l which may 
a ls o  shed some f u r th e r  l i g h t  on th e  im agery o f  th e  l a s t  l i n e :
And i f  any have been so happy a s  t r u l y  to  under­
s tan d  C h r is t ia n  a n n ih i la t io n ,  e c s ta s ie s ,  e x o lu tio n , 
l iq u e f a c t io n ,  tra n s fo rm a tio n , th e  k is s  o f th e  
soouse Jmy i t a l i c s / ,  g u s ta tio n  o f God, and in -  
g re ss io n  in to  th e  d iv in e  shadow, th e y  have a lre a d y  
had an handsome a n t ic ip a t io n  of heaven; th e  g lo ry  
o f  th e  w orld  i s  s u re ly  o v e r , and th e  e a r th  in  ashes 
unto  them.
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a Page 58. The Queer.
This poem has been e x p lic a te d  q u i te  th o ro u g h ly  by th re e  commen­
t a t o r s  (The E x n l ic a to r , X III fa a rch , 795,5A Item  2 9 ), and th e r e ­
fo re  th e  p re se n t w r i te r  w i l l  aim on ly  to  d efin e , i t s  a r t i s t i c  ■e *"
9e
e f f e c t iv e n e s s .  I t s  u n ifo rm ly  em nhatic and e f fu s iv e  to n e  h o les  
exem plify  the ' theme o f d iv in e  jo y , end i s  a s s i s te d  h e re in  by th e  
1 u n i ty  o f th o u g h t, im agery, and s t r u c tu r e ,  by th e  p o e t 's  smooth, 
p r e c is e  h and ling  of th e  q u a tr a in s ,  and by h is  f re o u e r t  use o f 
a l l i t e r a t i o n  and assonance . The poem's in t e n s i ty  o f  im pact stem s 
la r g e ly  from I t s  p ro fu s io n  o f  r7 c h l:r su g g estiv e  and h ig h ly  com­
p ressed  i r a r e s  which p r o je c t  a l lu s iv e ly  th e  q u a l i t i e s  o f  s p i r i t u a l  
jo y . Q uite  as im p o rtan t (and o u i te  as c h a r a c te r i s t i c  o f  Vaughan) i s  
h is  achievem ent o f a fu n c t io n a lly  e f f e c t iv e  s t r u c tu r e  by use  o f 
suspense to  emphasize th e  c l im a c tic  co n c lu s io n . The f i r s t  s tan za  
in tro d u c e s  th e  theme by announcing e m p h a tica lly  th e  p o e t 's  "query" 
and d e s c r ib in g  " th a t  joy" whose o r ig in  i.s sough t. The e l l i p t i c  meta­
phors o f  th e  second s ta n z a  am plify  and in te n s i f y  th-is d e s c r ip t io n ,  
and suspense i s  s t i l l  s t r i c t l y  m ain ta ined  th rough  th e  th i r d  s ta n z a 's  
em phatic re s ta te m e n t o f th e  i n i t i a l  query  and f u r th e r  development 
o f  th e  q u a l i t i e s  o f  jo y . The h e ig h ten in g  o f  mood here  se rv es
o
" a d d i t io n a l ly  to  re in fo rc e  th e  im pact o f th e  f i n a l  r e s o lu t io n  o f th e  
problem .
Page 59. The Book.
In  t h i s  com position , th e  a u th o r  p r o je c ts  h is  theme by develop ing  
s u b tly  a c o n c e it o f  w i t .  He e la b o ra te s  a s in g le  image ( " th i s  aged 
book") in  l i n e s  5 -24 , p re se n tin g  i t  a l lu s iv e ly  as  .a microcosm o f
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th e  threat "Book o f  ■Mature," and by t h i s  d ev ice  ex em p lifie s  v iv id ly  
and c o n c re te ly  th e  id ea  o f  God's immanence in  His c r e a t io n .  The r e ­
la te d  co^ceo tio n  o f God as  d iv in e  C rea to r i s  o re se n ted  in  th e  omen­
in g  c o u t l e t ,  and l in e s  3 -4  p re se n t in  general a l lu s iv e  term s th e  
noem 's c e n tr a l  id e a - - th a t  Qod i s  m y ste rio u s ly  n re se n t in  n a tu re ,  
p re se rv in g  and s u s ta in in g  i t .  This concent i s  f u l l y  exem p lified  in  
th e  im p l ic i t  microcosm-macrocosm analogy developed in  s ta n z a s  2-4  
th rough  an e la b o ra te  a n a ly s is  of th e  booki s com position . A h in t  o f  
Vaughan's nurnose here  i s  p rovided  by h is  p o in t in g ,to  elem ents o f 
th e  book which re p re s e n t d i f f e r e n t  l in k s  i n 't h e  Chain o f  Being. He 
endows h is  e x p o s itio n  w ith  coherence by d ev o tin g  a s e p a ra te  s tan z a  
to  each e lem en t, and r e in fo rc e s  th e  e f f e c t  o f  t h i s  o rg a n iz a tio n  by 
t r e a t in g  each elem ent in  an o rd e r  co rresponding  to  th e  ascending 
o rd e r  o f  the"C hain . Emphasis on th e  c e n tr a l  id e a  i s  p rovided  by h is  
c o n s is te n t  r e p e t i t io n  o f  "Thou krrew 'st" a t  th e  b eg inn ing  o f  each 
s ta n z a , which le a d s  to  th e  p a r a l l e l  b u t more e x p l i c i t  summation o f 
t h a t  id e a  in  l in e s  23-24. Here i s  i l l u s t r a t e d  Vaughan's c h a ra c te r ­
i s t i c  concern fo r  u n ity :  t h i s  concluding  s ta tem en t p o in ts  to  th e  
more genera l in tro d u c tio n  in  l in e s  3 -4  o f th e  theme exem p lified  by 
th e  in te rv e n in g  passage .
This theme p f  God's p re se rv in g  Immanence in  n a tu re  i s  re in fo rc e d  
by p e rv a s iv e  su g g estio n s  (p re d ic te d  by "when h e re  th e y  fade" in  
la n e  4) o f  th e  c o n tra s tin g  b u t complementary decay o f a l l  n a tu ra l  
th in g s .  These su g g estio n s  stem p a r t ly  from th e  p o e t 's  c o n s ta n t use 
o f th e  p a s t  te n se  in  r e f e r r in g  to  th e  c r e a tu r e s , and a re  s u b tly  
re in fo rc e d  by th e  more e x p l i c i t  a l lu s io n  to  m o r ta l i ty  in  l i n e  14 
and by h is  p e rso n a l m o ra liz in g  in  l i n e s  20-22  or. th e  book as  a
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m e m e n to  mo r i .  T h i s  m a ssa g e -  e x t e n d s  h i s  m e d i t a t i o n  o p  t h e  P o o k  o f  
N a t u r e  u p w a r d  o r e  l i n k  i n  " th e  C h a in  t o  i c  e l u d e  r a n ,  t h e  h i g h e s t  
c r e a t u r e  s u b j e c t  t o  d e c a y .  T h e  i m p l i c a t i o n  h e r e  ( s t e n n j . r g  p a r t l y  
f r o ”1 t h e  o r  rb  ^  rn z e d  "dust" ^ t h a t  t h e  b o o k  1 s nl s o  a rr<* c^-w oosm i c  
■ "rav e  o f  a*!.! n a t u r e  i s  r r o  - 'c c t o d  m o re  c n r h a t i c a l l v  b y  l i n e s  2 3 —2 h ,  
i n  w h i c h  t h e  c e n t 1’*'! 3 c o n e  c o t  o f  C od * s  r o w e r  t c  o r e s e r v e  n a t u r e  i s  
i n t e n s i f i e d  b y  i t s  v i v i d  c o n j u n c t i o n  w i t h  t h e  c o n c e p t  o f  n a t u r a l  
d e c a y .
By means o f t h i s  s u b tle  -lab o rn t.io r. o f  th e  image Vaughan develops 
th e  theme in  re a d in e ss  f o r  th e  c li.noo t ic  l a s t  s ta n z a , which ex-
" rouses a r p 'v e r  ^nr r i iv s i-o r i  basc^ on th e  f e r e ’'■y argument« The
I
lo g ic a l  dependence o f t h i s  s tan z a  on. th o se  o recodino  i s  re v ea led  by 
i t s  r e c a r i tu la t3 .c n  o f e a r l i e r  images and a l lu s io n s ,  11 Knowing" ( l .  25) 
r e c a l l s  "k n ew 'st"  in  l in e s  5 » 2 1 , 1 5 , and ? 3 ; " t r e e s ,  b e a s ts  and 
men" ( 1 * 26 ) surirn .rir.es, ag a in  in  ascend ing  o rd e r ,  th e s e  members o f 
th e  Chain o f  Being al.luded to  in. s ta n z a s  "d ea th  and pain" in
l i n e  28 o b j e c t i f i e s  e a r l i e r  su g g e s tio n s  o f  th e  in e v i ta b le  decay o f 
n a tu r a l  th in g s ;  " th y  works" (1 . 29 ) p o in ts  to  th e  e x p o s itio n  in  
s ta n z a s  2 -k  o f th e  Bool-: o f  N a tu re , and in c id e n ta l ly  in v o lv e s  a 
f u r th e r  nun on th e  id e a  o f G od's Works as  a book; and th e - f i n a l  
re fe re n c e  to  th e  p o e t as one "Who in  them lo v 'd  and sought th y  fa ce"  
e x p l i c i t l y  i d e n t i f i e s  h is  a ir. in  th e  co n tem p la tiv e  o ro ce ss  which 
com nrises th e  m ajor p a r t  o f th e  poem. L ines 25-28 ex tend  e a r l i e r  
su g g e s tio n s  o f G od's c o n s ta n t p re s e rv a t io n  o f a decay ing  w orld  by 
means o f  th e  d o c tr in e  o f H is r e s u r r e c t io n  o f  "d u st"  to g e th e r  w ith  
th e  p re v a le n t R enaissance co n cep tio n  o f an u l t im a te  p u r i f i c a t io n  
o f  th e  t e r r e s t r i a l  w o rld . The p e r io d ic  s t r u c tu r e  h e re  em phasises-
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th e  f i n a l  c o u p le t 's  d i r e c t ,  sim ple exo rocrion  of th e  n o e t 's  o ra y e r .
1 • 10. H h ith e r . A v a r ia n t  o f  w h eth er.
1 • l U .  As i f  i t  - e v e r  s h o u l d  b o  d e a d .  f o n w a n e  V n r o l - p r 's  e x p o s i t i o n  
i r .  " T h e  T i u b e r , 11 1 1 .  1 3 - 7 0  ( M a r t i n , n o .  497-*M ?8) o f  t h e  d e a d  t r e e ' s  
" s t r a n g e  r e s e n t m e n t "  o f  s t e m s .
1* 1 ? . then  s l e e t  (w e ll f e d ) . The b an a l in s i s te n c e  here on th e  
c r e a tu r e 's  g a s t r ic  com fort : s  d ic ta te d  by a m e tr ic a l  need.
11. 15-17* Thou k new 'st . . . ~m en th .ir.^ , T m o lic it h e re  i s  th e  
concent th a t  a l l  th e  c re a tu re s  l iv e d  to g e th e r  in  Eden harm oniously , 
b u t t h a t  a f t e r  th e  F all., as a m m ish ren t fo r  .Mam's s in ,  God 
decreed  enm ity between them. This oassage ea rri.e s  th e  c o ro l la ry  
im p lic a tio n  t h a t  in  a c tin g  c o n t r a r i ly  th e  c re a tu re s  a re  m erely 
obeying God's w i l l :  c f .  "The C o n s te l la t io n ,"  11 . 33-?£•
o.l. 25-30. 0 knowing . . . sought t hy f a c e . See M a n il la 's  com- 
n a r iso n  o f t h i s  passage w ith  "Uron th e  P r io r ie  G rove," 11. 79-36, 
and h i s  ex p la n a tio n  o f th e  concept invo lved  in  each (■on. 151- 152) .
P a g e  6 0 .  T h e  S h o w e r .
The l a s t  s ix  l in e s  o f  t h i s  b r i e f ,  e c s t a t i c  e f fu s io n  com orise one 
o f  th e  few massages in  Vaughan's o o e try  which p ro v id e  a p o s s i b i l i t y  
o f  a t t r i b u t in g  to  him an i n t e r e s t  in  n a tu r a l  scenery  fo r  i t s  own 
sake . I f  th e  whole poem i s  read  a s  an ex p ress io n  of such i n t e r e s t ,  
i t  becomes m erely  an e n th u s ia s t ic  d e c la r a t io n  o f  in te n s e  o le a su re  
experienced  by th e  po e t in  x-ritnessing an evening shower a f t e r  a h o t ,
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d ry  day. But th e  images i r  th e  f i r s t  ■''our M r.es have an obvious 
sym bolic s ig n j f ic ? .r c e , and i t  s e e rs  t h a t  th e  ’-'oem must be reg ard ed  
as re c o rd in g  an ex p erien ce  o f . s p i r i t u a l  renew al such as  t h a t  pro­
je c te d  in  "The Favour" and " U n p ro f ita b le n e s ." Although th e  d i f f e r ­
ence between such an ex p erien ce  and th a t  o f p le a su re  w ith  a welcome 
r a in  may be no more th an  a d if fe re n c e  in .d e g re e  o f em otional in ­
t e n s i t y ,  and although  a p p a re n tly  th e  n a tu r a l  even t has a c tu a l ly  
induced th e  recorded  sense  o f  renew al, i t  i s  im n o rtan t to  s t r e s s  
t h a t  th e  noem has been m otiva ted  a t  l e a s t  as much by Vaughan's n e r-  
een tio n  o f th e  show er's f i t n e s s  a s  a symbol as by h i s  n a tu ra l  
enjoyment o f  i t .  S t ru c tu r a l ly ,  th e  poem, ex em p lifie s  h is  u su a l s k i l l  
in  c ra ftsm an sh ip : i t s  o rg a n is a tio n  r e f l e c t s  th e  p a t te r n  o f  te n s io n  
and r e le a s e  in h e re n t in  th e  ex n e rien ce , l i n e s  1- h  embodying th e  
p o e t 's  e f fu s iv e  r e a c t io n  to  th e  shower, l in e s  5-10  h is  r e f le c t io n s  
upon i t .  A ccord ing ly , in t e n s i t y  i s  o b ta in ed  in  th e  f i r s t  fo u r l i n e s  
by a s e r ie s  o f ab ru p t exclam ations and co n cre te  im ages, and by h is  
achievem ent o f  s ig n i f ic a n t  emphasis th ro u g h  use  o f a l l i t e r a t i o n ,  
r e p e t i t i o n ,  and a t ro c h a ic  m easure. In  th e  rem ainder o f th e  poem a 
more composed, con tem pla tive  s t a t e  i s  p ro je c te d  by th e  smooth flow  
o f  lo n g e r  s y n ta c t ic a l  u n i ts  th rough  run-on  l i n e s ,
Page 60. The R e v iv a l.
I d e n t ic a l  in  theme w ith  th e  p reced in g  poem, "The R ev iv a l" d ed i­
c a te s  i t s  n a tu r a l  im agery as  e x p l i c i t l y  to  a sym bolic p u rp o se . I t s  
u n if ie d  e x e m p lif ic a tio n  o f  th e  theme in d ic a te d  by th e  t i t l e ,  and 
i t s  p ro fu sen ess  o f d e t a i l ,  endow th e  poem w ith  an i n t e n s i ty  and 
r ic h n e s s  which make i t  one o f  Vaughan's most d e l ig h t f u l  s h o r t
l y r i c s .  The o rg a n iz a tio n , though sim ple , i s  c o n tro lle d  w ith  Vaughan' 
c h a r a c te r i s t i c  p re c is io n :  in  th e  f i r s t  paragraph  th e  theme i s  ex- 
e m n lified  by images o f th e  r e v iv a l  o f n a tu r a l  l i f e  in  th e  n a m in g — 
n p n a re n tly  a tim e m ost conducive to  Vaughan's sense  o f  s n i r i t u a l  
th in g s  (see  n o te , above, on "The Favour," 1 . 11)—-and in  th e  second, 
th rough  images o f  th e  sn rin g tim e resu rg en ce  o f  n a tu re  ad ap ted , as 
M artin  n o in ts  o u t (p . ?6 0 ), from th e  Song o f Solomon. In  ty p ic a l  
fa sh io n , th e  oo e t a n t ic in a te s  t h i s  second phase o f  th e  poem in  in t r o  
ducing th e  f i r s t ,  "unfo ld" being as a p n lic a b le  to  sn rin g tim e  
budding as to  th e  omening o f  blooms in  th e  m orning. C h a ra c te r is t ic  
a ls o  i s  th e  way each m art i s  in tro d u ced  em p h a tica lly  by an ab ru p t 
ex c lam ation , and th e  concluding (and most v iv id )  image emphasized 
by th e  r e p e t i t io n  o f "here" in  l i n e  13. As a r e s u l t  o f  th e s e  f a c to r s  
and o f Vaughan's p re c is e  h and ling  of th e  c lo sed  co u p le ts  to  embody 
a s in g le  though t in  each, th e  noem i s  firm  in  te x tu r e  d e s p ite  i t s  
e x p ress io n  of e f fu s iv e  emotion and i t s  la c k  o f  i n t e l l e c t u a l  com­
p le x i ty .
11. 3-6* The J07/S . . . f u tu re  b l i s s . Cf. "Rules and L essons,"
11 . 11-12 (M artin , p . 436) .
1* 1^* The L i l i e s  o f  h is  lo v e . M artin , p . 760 , c i t e s  Song o f 
Solomon, v i ,  2 -3 ; i t  seems more l i k e l y  t h a t  Vaughan a llu d e s  to  
C h r i s t 's  i l l u s t r a t i o n  o f  G od's lo v e  in  th e  Sermon on th e  Mount— 
M atthew, v i ,  28-30.
11. 13 -1 ^ , And h e re  » . . lo v e  ao o earl Here Vaughan p ro je c ts  a  
c e n t r a l  paradox o f C h r is t ia n  though t— th e  in te r c a la t io n  o f  d iv in e  
p u r i ty  and grace  in  th e  so rd id  m a te r ia l  th in g s  o f  l i f e .
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